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ABSTRACT

Osogbo, the capital of Osun State of Nigeria, has
become very popular as a centre of art and culture in
Yorubaland for many years. Both traditional and con-
temporary art forms are kept alive in the tow?)but the
attention of the outside world has been focused mainly
on the latter while the major aspect of the formér,
the festival of images, has been consplicuously neglec-
ted. The main purpose of this study is to examine
this annual ceremony which invelves a processional dis-
play of the traditional (sculptural) images of the
town for a deeper ﬁnderstanding of the artistic heri-
tage of the town and the entire Yorubalande.

Through participant observation and interview,
the origin, development and sociological significance
of the festival were investigated. The images invol-
ved in the festival were identified and compared with
the representation and worship of the deities in other
Yoruba towns such as Ilobu, Ibadan and Esie.

It was found that the annual festival of images
at Osogbo is meant to honour, propitiate and petition

Sonponna, the Yoruba god of small-pox and other
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pestilences; and that Yoruba festivals involving many
images are mostly festivals of river deities at which
the symbolic images of the respective deities, priests,
priestesses or worshippers play a very prominent role.

The festivals also seem to have some historical
implication. They are in one way or the other connected
with Old QOyo. The inhabitants of the present site of
Esie migrated to the town from Old Oyo in the eighteenth
century. Available evidence shows the images at Esie
as the oldest, dated to the eleventh century A.D.
However, there is no proof that the festival has exis-
ted uninterrupted since that time. The most recent
instances are therefore not asgertained as continua-
tions of the practices in Esie. They are probably in-

stances of revivalism.
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CHAPTER 1

0SOGBO: GEOGRAPHICAL LOCATION, HISTORY,
SOCIO-ECONOMIC AND RELIGIOUS BACKGROUND

Location
Osogbo, the capital of qun State of Nigeria, is

situated on longitude 4°50' East of Greenwich and Latjitude
7°75' North of the Equator, It was built up in a low-lying
range of hills where the great grass plains of the northern
savannah meet the forest fegion of the southern rain forest
belt - some thirty-five kilometres north-north-west of
Ile~-Ife, where the Yoruba are believed to have first esta-
blished their cultural and political centre.

The core of the present site of the town is
about two kilometres from the banks of river Osun
which had been the main source of water supply to
the community. It is also to the river that the
foundation of the town is closely knit and it was
from its name that Osun State derived its name.
The palace of the paramount ruler - Osogbo's politi-
cal and spiritual core - is centrally located in the

native area of the town. Nearby in the King's
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Market (?ji—?ba)iis the Osun Temple which enshrines
the images representing the traditional and protec-
tive deities of 0§ogbo.2

There is an overwhelming dominance of tradi-
tional Yoruba compounds in the native quarter which
forms the core of the whole towne There are however
a few modern multiple storey houses built on family
lands = punctuating the long row of enclosed com-
poundse On the outskirts of the native quarters
are areas composed almost entirely of modern residen-
tial houses, business houses such as banks, public
churches, mosques, schools and hospitals. Still on
the outer part of this area are factories, State
administrative buildings, State High Court of Jugtice
and the Police poste There is a government reserva-
tion area (G.R.A.) consisting residential houses
mostly for some top civil servants. In another area,
far from the centre of town, is a Sabo quarter in-
habited solely by Hausa traders. Generally, most
of the houses on the outskirts are owned by the non-

natives of Osogbo.
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Foundation and historical development
The natives of Osogbo originally belonged to

the Ijesa sub-group of the Yoruba. Osogbe tradition
indicates how Laro, the first traditional ruler of
Osogbo, and a small band of his followers left Ibo-
kun, the original home of all the Ijesas (only twenty
kilometres from the present site of Osogbo) over a
chieftaincy dispute.® They first settled at ipolé,
but had to move because of a severe droughte.
Wandering through the forest in search of water,

Laro and his people found river Osun and decided to
settle at its banke.

According to the account, they set up a fire
at the foot of a tree to keep warm from the cold
river breeze vwhen one day the tree gave way and fell
on the river thus breaking £he dye pots of the god=-
dess of the river, Osun. The goddess immediately
juﬁped out to shouts: ﬁSpirits of the forest, spirits

of the forest, they have broken all my dye pots”
(Ofé igbd b, oso igbo o, gbogbo ikdkd ard mi ni won

7’

£ tin)e The contraction of 0sé Igbd in the

statement is what has now become Osogbo - the name

of the towne The town developed after a pact had
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been made with the goddess by Laro that the bank
was sacred to her and that he, Laro, must not settle
near but further awvay on the hill. Laro and his
people should also respect the sacred grove and the
goddess, in turn, would help them multiply and pro-
tect them from hostile invasion.

L$r§ thereupon promised to worship annually at
the river-bank and moved up-~hill to build his palace
at the present site of the kings market. Lér?'s pala-
ce still exists (Plate 1) but has ceased to be used
as a palace. It is now being used as, and called,
Osun Temple ("Ilé-Qsun") and it houses all the sacred
images that are inveolved in the annual festival of
images, which is the subject of this research. The
venue of the pact at the Q§up river bank (where Lér?
first intended to build his palace) became the Osun
river shrine, and it is still the site of the annual
ritual in the worship of the goddesse.

Closely connected with this foundation story is
the origin of the word "Atééja" - the traditional
title of the paramount chief of O§ogbo. The title
is a contraction of A .i:_g’ owd gba c;:ja ("He who stret-

] ] '
ches out his hands to receive fish"). The title is
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a reminder of the first great favour which Osun
bestowed on Laro when she cured him and his wife
of sterility, giving him one of her own children,
a f£ish, in adoption.® The Atadja carried it home
on her instruction, and gave it to his wife to care
for, ritually as well as physically. The royal
palace was soon swarming with children. The first
child that Laro's wife had (named Ordki) was said
to be born with a small live fish in his hand.
The fish was taken as the emissary from the goddess.

My informant told me further that during the
offerings that take place at the river shrine at
the climax of the annual Osun festival, the At‘éia
must move to the river-pool altar (ojﬁbp).s Af ter
a ritual feeding of the fishes around that spot,
the Atddja would stretch his hands into the river
and lift out a live fish - as a re-enactment of the
first experience. He lets the fish go. Then, a
big fish, believed to be the legendary Osun's emi-
ssary would emerge and spit a large volume of water
into a bowl held in anticipation by the ltié}a. The

spit water was, and is still, believed to be effi-
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cacious in making barren women bear children.6
Today, this belief lingers on as the fish is said
to still spit water at the appropriate time of the
annual Osun festivale.

The foregoing tradition of the founder of Osogbo
and the title of the paramount ruler cannot be re-
conciled with Johnson's account that the town was a
military outpost of the Owa of Ilesa, intemded to
guard the frontier against the warlike Timl of Ede,
one of the generals of the Aldafin of 9y9.7 However,
the suggestion by Johnson and some other historians
that Osogbo was founded in the 17th century during
the reign of Kori as the Alaafin of Oyo, the ancient
political capital of Yorubaland, was probable.8
The present Atagja, Oba Iyiola Matanmi III, is the
sixteenth on the king list of the town which seems
te confirm that the town is hardly more than three
hundred years olde

Osogbo has a reputation in Yorubaland as a town
of peacee The town has never been known to play a
leading part in wars and has been extremely fortu-
nate to escape being captured by enemies during the

Yoruba and Fulanl protracted wars of the 19th century.
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Indeed, up to the days of Fulani wars, the history
of Ogogbo was remarkably unadventurouse. It was the
Fulani wars in the 19th century that brought it into
key position in Yoruba history.

The Fulani had been in Hausaland before the
19th centurye. In 1804 they, under the leadership of
Usman dan Fodio, declared a "jihad" or holy war in
the town of Gobir in the north-west corner of Nigeria.
The Hausa states fell to them one after the other,
Usman dan Fodio died in 1817, but local Fulani warri-
ors extended the "jihad" to Ilorin,where they esta-
blished their strong bases In 1834 the Fulani had
succeeded in destroying the ancient capital of old
Oyo (Qyo Ile) and other important towns including
Ikoyi, Offa and Erin-Ile, and they tried to press
south through Ofogbo in an éttempt to conquer and
Islamise the entire Yoruba countrye. To stop the ad-
vance of the Fulani, the Atédja of Osogbo sent to
Ibadan for help. It was outside Osogbo town that
the jihad finally came to an end with the Fulani
decidedly beaten by the Ibadan army.9

A number of factors contributed to the defeat

of the Fulani outside Osogbo. First, Osogbo is on
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the fringe of the forest zone, where the Fulani
calvary cannot be effectively used, Secondly, the
strength of the Ibadan army was such that the Fulani
probably never met before.10 There was also the
British intervention which prevented a further out-
break of fighting and drew the boundaries between the
warring factions in 1894. However, the people of
Osogbo attributed much of the Yoruba victory over the
Fulani to the intervention of the water deity of the
town, Osun, This belief is discernible from one of
the praise-songs (orfkl) of Osun usually rendered by
traditional balladeers which goes thus:
Osun Osogbo Oroki asdla,
Omi 1egbe1ugbu, ildg ahbo,
Q bukin awon eniyan re lalé
Oru nlkan lasiko isinmi atj. inayin
f'awon agbe.
Osun ki i j'eso eéwo ti yo o
je k'ogun o k&' lhu Osogboe.
QPgun, egbelugbu omi;
0oje k'dgun o ké'lul re.
Qsun ki i je'fo odd
Igba eni 1 ni k'd wa yanrin lo;
Osun Olarlka ide.
[@sun Osogbo, Oroki a refuge,
Sparkling water, place of protection
that blesses its people in the night
Darkness, the only time for farmers

to rest and strengthen their back-
" bonee
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Osun never eats forbidden fruit
which will enable the war to capture
Osogbo

Osun, sparkling water, you never allowed
war to capture your towne

Qsun never eats odU leaves

She sends two hundred slaves to watch
the Latuca species;

Osun with the big brass rings7.

In this orikl, the fact that the town of Osogbo
has never been devastated by war 1s attributed to the
strict observance by the Osun goddess of certain taboos,
and her cultivation of the magic herb Latuca species
(ydnrin) which made the people of Osogbo immune to
the poisonous medicines and weapons of enemies,

The victory at Osogbo was a most important one
and forms a turning point in Yoruba history. It
saved the Yoruba country as such from total absorp-
tion by the Fulani as a tributary state. The entire
character of Osogbo was particularly changed by the
Fulani ware Because of the protection of the Ibadan
army and the security credited to the Osun goddess,
as well as the generosity of the Ataoja in accommoda-
ting the refugees, the town Osogbo became flooded by
refugees from the war-togn Yoruba settlements. The

refugees were predominantly 9y9-d1a1ect speaking

Yorubae Thus 0§ogbo is today regarded as an Oyo-
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Yoruba towne The inhabjitants now speak the Oyo-
Yoruba dialect rather than the Ijesa one and by
the 1991 census, has a population of about 355,000
people.11

The extension of railway, telephone and tele-
graph lines to Ogogbo from the port of Lagos in
1905 marked the beginning of a widely ramifying
change in the economic life of the community. Oso=-
gbo was many years the northern terminus of the rail-
way that now extends to Kano. It is also a nodal
point for a system of local roads extending to
surrounding townse Consequently, Osun Divisional
Headquarters was located at the town in 1951,and it
quickly became the centre for European commercial
houses and for wide-scale trading activities.12
New avenues of occupation wére opened. European
firms and governmental agencies needed clerks, tea-
chgrs, buyers and labourers. Garages, motor-repair
shops, and building contractors provided a variety
of jobs to be fillede The increased availability of
and desire for goods and tools encouraged the emer-
gence of tfaderse. New craft occupations - carpentary,

tailoring and brick-laying, for example - emerged to
help supply the increased wants of the peoples
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The expanded economic activities of the town
and its commercial potentials have further attrac-
ted many migrants, especially from the surrounding
Yoruba towns, to Osogbo to work as traders, bankers,
teachers, labourers, or in other capacities. The
establishment of a Steel Rolling Mill, a Machine
Tools factory and lots of small scale industries in
the town in recent years, coupled with its newly
bestowed status of the capital of the newly=-created
Osun State in 1991, has boosted the political, in-
dustrial and commercial position of the towne.

Osogbo social system

The Osogbo traditional social system was based
upon a central political authority, pyramidally
organizedes Final authority_and respongibility were
vested in the Atdcja, the paramount ruler of the
towne Subordinate to the paramount ruler were a
number of rankeq chiefs; some of whom _carried spe-
cific military, administrative, ritual or religious
dutiese

Each member of the community = chief and commo-
ner alike - acknowledge the final jural and economic

authority of the paramount ruler, and owed him total

'



12

loyalty, taxes, tribute, and military supporte.
In turn, the paramount ruler was. expected tc pro-
tect the community from external threat and was
also responsible for its spiritual, economic, and
political well-being. He was in addition the
supreme head of all religious organizationsand
cults, and symbolized in his person the unity and
exclusiveness of 0§ogbo. The stability and soli-
darity of the community resided in the position of
the paramount ruler as in all the paramount rulers
in !orubaland.13

Colonial administration was firmly established
in the community by 1905, taking over from the hands
of the paramount ruler the responsibility to main-
tain social order and provide alternative channels
of authority such as formalized courts, which ren-
dered traditional channels somewhat less effective.i‘
Tﬁis situation remained when the country, Nigeria,
became independent in 1960, and has continued till
todaye. The central government does not, however,
encroach upon the ritual and mystical values atta-

ched to chieftaincy, and the Ztiéja has remained

the symbol of unitye. This government stance has
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helped to perpetuate the observance of traditional
festivals and religious rituals as well as the use
of the sacred art objects that accompany the
ritualse

The most important single principle of orga-
nization in traditional Osogbo is kinship - a sys-
tem of norms and values and common purposes which
stresses corporate responsibility and solidarity.15
The Osogbeo kimship system is based on segmentary
lineages. Schwak and Llyod aptly describe the most
important unit of this as the exogamous corporate
patrilineage (idil€) defined by reference to its
remotest acknowledged male ancestor and embracing
all the descendants of its founder.16

Residence in the native area of Osogbo is
patrilocal and each lineage, or segment,shares a
common residence or compounde Relationships are
coﬁceived in terms of corporate lineage group rather
than in terms of individual interaction. Some of
the more wealthy may build storey houses or bunga-
dows and decorate them in accordance with western
fashions, but this is done within the limits of
their lineage compounds. They thus continue teo

remain within the jurisdiction of their lineages
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physically and otherwisee. This state of affairs
favours the perpetuation of reciprocal and mutual
services, the sentiment and ritual bonds of kinship
such as ancestor worship, which focus on solidarity,
stability, security and continuity of the corporate
lineages It also explains,at least partially, why
the values attached teo traditional festivals and
other age-long observations have remained tenacious
in Osogbo.
Egonomx

Most of the traditional Osogbo men are sub-
sistence farmers, living in town compounds and
farming peripheral lands around it. Some make a
daily journey to and from the farms, which may have
habi table shacks if not solid buildingse. Others
come home from their agrarian residence only on occa-
sions of cultural events that concern their fami-
lies. Beside farmers, Osogbo also has hunters,
skilled artisans, artists and entertainers, native
doctors and diviners. Women are engaged in craft
occupations such as weaving or tie-dyeing, and
others are petty traders hawking agricultural pro-

duce or craft products through the market and town.
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It is worthy of note, however, that the new
avenues of occupation opened by the economic and
social growth in 0§6gbo are independent of lineage
affiliations The introduction of formal education
- initially by missionaries (see page 35 ) and even-
tually by government - has provided literacy and
new skills, thereby facilitating an approach to situa-
tions quite different from those held in the tradi-
tional culture, Yet, there has not been major cleav-
ages between individuals and their lineages, or bet-
ween old and new nerms in o§ogbo. An obvious reason
for this phenomenon is the relative absence of
remarkable geographical mobility involving a physi-
cal separation of kinsmen. Agriculture is still
the base of the economy. There are relatively few
people who have left O§ogbo.to find work in other
arease Many of the people who have attained various
levels of literacy education and have acquired new
skills are engaged in the new job opportunities
that abound in the town, and many of them still
reside in their family compoundse.

The foregoing explains why traditional life

continues to thrive im Osogbeo in the midst of rapid



16
modern development. Indeed, O§ogbo is just one of
the few Nigerian towns where tradition and progress
are marching side by side. They may not be perfectly
in step and progress seems to have the better stamina;
but each is still an essential characteristic of the
town.

Religious background
In order to obtain a thorough grasp of the

Festival of Images at Osogbo and Yoruba traditional
festivals involving sacred images; it is necessary to
make adequate reference to the religion of the people
because religious activities or worship play a very
prominent role in most of their festivals.17
Apart from being a centre of refuge during the
nineteenth century Yoruba warfare,Osogbo has also
been a meeting point of foreign and indigenous reli-
gioms since the first decade of the twentieth century.
Three types of ;eligious faith - indigenous, Chris-
tianity and Islam - exist comfortably in the town.
The indigenous religion centres round the beliéf in
a Supreme God (Qlodumare) worshipped and approached
through many minor gods and goddesses (ég;gi), each
of whom is believed to supervise specific departments

like agriculture, family life, and diseases.18



17
Before 1900, only the indigenous religion

existed in Osogbo, featuring the worship of the
Osun river goddess (for fertility and protection
generally) and other major Yoruba deities, namely,
Obatala (the senior Qgi;é and god of creation),
6ri§5 Oko (the god of agriculture), §éngé (the
dynamic god of lightning and thunder), 6gﬁh (the
god of iron), Ifa (the Yoruba oracle divinity),
§§np§nné(the_god of small-pox and other pestilences),
Bgungin (Masqueraders associated with ancestors),
and Egh (mostly referred to as the Trickster god
but in essence is the messenger to all gods).19
The influx of refugees into Osogbo from the war-torn
Yoruba towns, with their concomitant religious cults
and shrines, further enhanced the worship of many
deities and countless traditional observances and
customs in which sacred images featured prominentlye.

| Of the two foreign religions = Christianity and
Islam, Christiaﬁ missionaries established themselves

& Shortly there-

firsty; arriving in Osogbo in 1903.
after, Muslim proselytizers began efforts at conver-—
sione The Christian missionaries established schools

immediately they arrived Ogogbo, thus providing the
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town its fifst direct contact with western way of
life. But the somewhat "strict" approach of the
mission made it lose much of its initial ground to
Islame For instance, the Christian missionaries
demanded that the convert be able to read and write
so that he could read the Bible before he could be
baptized.21 They also advocated a change from the
extended family into nuclear family - expecting the
convert to divorce all wives but one - which posed
some obstacles to easy acceptance and which when
adopted, knocked away the props of the traditional
societye Above all, the church leaders insigted
that the dead be interred in church-yards instead
of in their houses as itis traditionally done - thus
discouraging ancestor worship and the use of sacred
ancestor figures,

~ On the other hand, it is possible to become
affliated to Muslim groups without relinquishing
certain fundamental traditional beliefs and practi-
ces. For instance, polygyny is acceptable to Islam
if one could afford it. The natives of Osogbo, as
well as other Yoruba people, had for a long time

practised polygynous marriage because in the main,
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a man required many hands on his farm, a reason
why his wealth Bad always been reckoned in the num-
ber of wives and children, rather than in any other
way.22 Besides, the Muslim religion does not
dictate the burial places.for the deceased. These
particular differences between the two foreign reli-
gions explain Schwab's conclusion that the majority
of the people of 0§ogbo are Muslims « at least nomi-
nally.23

But religious syncretism apparently holds sway
in Osogboe Although bdth Christianity and Islam
are generally against the use of sacred images - a
prominent practice in the rituals of traditional
Yoruba religion - there has not been any friction
whatsoever among the different religious sects in
the towne The fact that the Catholic mission, which
now forms a considerable size of the Christians: in
the town, still displays sacred images of its Saints
in churches, hospitals and educational institutions
suggests a possible source of the compromise.z4
Also, apart from the sacred images issue, the other
aspects of Islamic faith (mentioned above) appear
really congenial to Yoruba customs and therefore

easy to live withe One chorus wmsually rendered by
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cult groups as well as large crowds of Christians
and Muslims during traditional festivals confirms
the religious syncretism in Osogbo. Here goes the
songs:

Awa y'd s'ord ilé wa o)2ce

Igbagbdé/Imole ko pe, 6 o e

Igbagbo/Imole ko pé k'dwa mid s'ord;

Awa y'0 5'0rd il€ wa o. 3

(We will vitalize our culture heritage

Christianity/Islam is not a hindrance;

We will observe our culturel heritagele

Thusy the people of Ogogbo believe that the

indigenous religion compares favourably with the
foreign ones and many of them would not forego the
former totally for the latter, They seem to tole-
rate any religion regardless of the form - believing,
most probably, that all human beings worship for the
same basic reason which, according to Afolabi Ojo,
is "_to enable man to cope with the intransigences
of the natural environment and its effects on human
activities.fas ‘Despite the spread of christianity
and Islam in almost a century of missionary activity
in Osogbo - with scores of churches and mosques all
over the place - the most interesting cultural life

is still provided by traditional ceremonies and

customse >
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Contrary to Beier's observation that indige-
nous religions have been retreating all over the
African continent, symptoms of which are shrinking
community of worshippers, cessation of many festi-
vals and rituals and crumbling of many shrines,26
traditional religion and festivals as well as the
art associated with them are still very much alive
in Osogboe The shrines of the major Yoruba deities
still existe Apart from such public 'orisa’ festi-
vals like Osun, Sangd, Ifd, Esu, Sdnponnd,Obatala
and fsgungunf, carried out on behalf of the entire
town with the participation of the Ataoja, there are
innumerable private celebrations by all the worshi-
ppers in their own compounds and shrines. This
sustenance is due largely to the religious impetus
of the people of Osogbo as Qell as the fervour of
Sussane Wenger and her group of "New Sacred Art"
movement in reconstructing and déecorating the an-
cient shrines in. the town (see page3of the Introduc-
tory part of this essay).

It is pertinent to note that Sussane Wenger's
decision to settle in Osogbo for the fifth decade

running is not unconnected with the fact that Osogbo
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is the site for probably the most popular tradi-
tional religious festival in Nigeria (The Osun festi-
val). As her mission is to imbibe the traditional
Yoruba religion and transpose it into artistic language
in order to make the religion accessible to a wider
circle of people,27 it is easier for her to work in a
context where art and religion are still tightly knit.
She said that the religious impetus of the people of
Osogbo provided a conducive enviromment for her artistic
and religious temperament.28
The artistic ulari of Oso

Osogbo has become remarkably popular as a centre
of art and culture in Yorubaland in the last three
decades. One of the factors responsible for this popu-
larity was the Mbari Mbayo which was established there
in the 1960s. It was a club meant to promote both
Yoruba theatre and visual arts,

The original Mbari club was founded in Ibadan

in 1961.2°

At the club, writers and poets, actors
|

and visual artists met and stimulated one another

to experiment and criticize. There, artists could

exhibit and writers could publish their works - the
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club ran a small publishing venture, an art gallery,
and had an open courtyard in which plays could be per-
formed.

The club was extended to Osogbo in 1962 at the
instance of Late Duro Ladipo, the Osogbo composer and
dramatist whose family compound was to be used for most
of the club's activities. 1Its original name Mbari, an
Ibo word which means "creation" or the "art of creation"
was Yorubanized to Mbari Mbayo, which literally means
"If I see, I shall be happy".

In the years 1962, 1963 and 1964, Ulli Beier
organized series of summer art schools and workshops
at the Osogbo club.30 The aim was to discover local
artists, and this initiative sparked off new creative
activity and new "schools" of painting. The partici-
pants were encouraced to work spontaneously, and Ulli
Beier also drew their work to the attention of the out-
side world particularly in his film, New Images in a
Changing African Societ!.31

nunber of artists were discovered. Prominent among

From this experiment, a

them are Taiwo Olaniyi (Twin Seven-Seven), Muraina

Oyelami and Jimoh Buraimoh. Today, Twin Seven-Seven's
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Art Studio (ngg §1$gu) and gallery have a family of
artists in Osogbo while Jimoh Buraimoh runs a private
African Heritage Art Gallery, which displays mosaic
mural and bead-paintings, the latter a unique contempo-
rary African art style.

Ulli Beier also started a collection of images
and artifacts enough to build a museum. He eventually
founded the Osogbo museum which, though handed to the
Institute of African Studies, University of Ife (now
Obafemi Awolowo University) on his departure from
Nigeria, was located in Osogbo at his request. The
museum is still well-maintained. In the performing
arts, late Duro Ladipo and Late Kola 6gﬁnm91a brought
the town to limelight and theatre in the town is still
sustained by Oyin Adejobi and Yemi Elebubon.

Apart from the foregoing, Osogbo has become one
of the sites for the restoration of traditional Yoruba
beliefs. At present, Osogbo is perhaps the only town
in Yorubaland where ancient shrines and monuments are
not collapsing and decaying, but being rebuilt and not
as slavish imitation of the past. They are recreated

and adorned by Susanne Wenger and her group of "New
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Sacred Art" movement.

Susanne Wenger, an Austrian artist, has been
resident in Osogbo for the past forty years, trying
to understand and live traditional Yoruba religious
and philosophical life through her new art-form.
According to her, the "New Sacred Art of Osogbo is
modern art in the ritual service of traditional Yoruba
religion - Origa."32 The "New Sacred Art" in its
seemingly organic form on the sites of the old shrines,
depicting the artistg' conception of attributes of each
of the Yoruba deities has turned Osogbo into a tropical
Disneyland. The artists of the "New Sacred Art", apart
from Susanne Wenger, inClude carvers, bricklayers, car-
penters, blacksmiths and local priests, all inspired
by a religion and a way of life that is believed by
many to be dead or, at least, decadent.

It is important to note however that prior to
the inception of Mbari Mbayo and the "New Sacred Art",
Osogbo had been well-known for traditional tie-dye
(adire) textile production. Osogbo is still full of
artists and craftsmen who carry on this traditional

industry though in a modernized form. Besides, the
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palace of the Ataoja, the traditional ruler of Osogbo,
has been a traditional repository of ageless works of
art, mainly sculptural images, kept in shrines where
they still fulfil their traditional function.

It is the lively existence of different artistic
forms and cultural activities that has made Osogbo the
Byzantium of Yoruba art - the poet's imaginary world
of art and artists; an eternal world immuned to cultural
decay through art; a bizarre world where ancient and
contemporary art forms co-exist. This view of Osogbo
is evidenced in a film about the arts and Osun festival

of Osogbo by Ulli Beler and Frank Speed.33

Literature Revjew

The popularity of Osogbo as a centre of art and
culture has attracted the atténtion of scholars esgpe-
cially within the past four decades.

Beier avers that Osogbo could boast of
magnificient art treasures but that most of them had
been bought and taken away by a number of unscrupulous

Europeans and Americans.34

He adds that the most impor-
tant shrine in the town houses over thirty carvings

named after different origa and that four of these were
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stolen by thieves and probably smuggled out of the

35

country and sold. He, as well as Schwab,36 discusses

the historical background, geography and traditional
social, economic and religious system in Og.ogbo.37
Elsewhere, Beier bemoans the death of traditional Afri-
can art and discusses how the meeting of European and
African artists had sparked off new creative activity.
He highlights the establishment of Mbari Mbayo club
at Osogbo and how the contemporary artists in Osogbo
were "discovered" in three summer schcools and art work-
shops organized in 1992, 1993 and 199438
Roy Dean, in his article, "Osogbo Art in London",
discusses the works of Yoruba artists from Mbari Mbayo
club at Osogbo which formed the main part of an exhi-
bition of modern art from Africa staged at the gallery
of the Institute of Contemporary Arts in London from
17th March to 18th April, 1967. He observes that con-
temporary artists from Osogbo have emerged from "the
rigid forms of traditional carving or Islamic abstract
pattern".39

Jean Kennedy witnessed a festival of images at

Osogbo and describes it in an article titled "I saw
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and I was Happy Festival at Osogbo." The festival
under reference is different from, and has no connec-
tion whatscever with, the one that is the subject of
this study. The one she describes was made up to mark
the establishment of Mbari Mbayo club at Osogbo in
1962. For the festival she describes, carved images
from the Sango shrine in Ede were brought to Osogbo on
loan from the Timi of Ede (the traditional ruler of Ede)
a town situated about twelve kilometres south of Osogbo.
Late Duro Ladipo, the Osogbo dramatist at the instance
of whom Mbari Mbayo was established in the town, took
charge of the procession, helping to place the images
on the shoulders of twenty-four teenage boys who carried
them with aplomb.40

Tunde Omotunde's article, "Art Lives in Osogbo",
spotlights what makes Osogbo popular as a centre of
Yoruba culture and contemporary (modern) art. These
include the annual Osun festival which attracts people
from all parts of the country, Nigeria, and overseas;
the museum (Ulli Beier's collections); Susanne Wenger's
"New Sacred Art" constructions; private art galleries

set up by modern artists originating from the summer
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art school organized by Ulli Beier at the Mbari Mbayo
club; as well as the modernized traditional tie-dye
industry. The author says nothing about the annual
festival of images in the town. However, he gives the
hint that the palace of the traditional ruler is a tra-

ditional repository of "ageless Osogbo !.mages."*1

42 Gleason,43 and Wenger44 provide a pro-

Idowu,
found insight into the traditional religion (orisa)
of the Yoruba. Wenger, however, focuses on how she
has adopted and assimilated it in Osogbo. She bares
her sadness and outrage at the way the colonial powers,
the established christian and muslim orthodoxy have
ridicled and desecrated traditional Yoruba religion,
showing how the latter shares the basic values which
underlie the principal faiths of mankind. She writes
the obsequies of traditional Yoruba art, saying, "the
ancient art of the Yoruba is sublime beyond doubt but

45 and describes her "New Sacred Art" of

it is gone,"
Osogbo as one of the two distinct roads that (modern)

Osogbo art has developed into (The other form of modern
art is the one emanating from Ulli Beier's Mbari Mbayo

sunmer school and workshop).
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In another book, Susanne Wenger defines her
"New Sacred Art" as a modern art in the ritual service
of the traditional religion amd philosophy of the
orisa. She describes the new orisa shrines in Osogbo,
using a hand-sketch map of their location. She also
explains the philosophy behind their construction and

gives portraits of the artists who produced them.46

Ogunba47 and Ekpenyong48

are notable among scho-
lars who have observed that in human societies the world
over festivals have their genesis in some historical
events. Specifically, Ogunba observes that Yoruba cere-
monies especially the festivals are rich as a source
of Yoruba history. This observation is instructive be-
cauge the institution of the festival of images is in
itself a giant cultural establishment which accommodates
virtually every experience of the community and conse-
quently yield some material on Yoruba art history.
Accordingly, Ulli Beier's description of the proce-
ssion of images that accompany's the annual worship of
Erinle in Ilobu traces the origin of six of the images

0 and Adepegba51 also

involved to Ibadan.49 Thompson
have observed that some of the ritual objects and one

of the images in the Erinle shrine in Ilobu originated
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from Egbado - Yoruba area. Besides, Stevens writes
extensively on the annual festival of the stone images

at Esie.s2

He and Adepegba53 have suggested some his-
torical 1link between the images and ancient Ife because
of their observation that the face markings on the Esie
images are various components of the striations on Ife
art adopted alone or partially combined.
The Problem of Study

The foregoing review underscores the fact that the
artistic popularity of Osogbo is traceable to the lively
existence of both traditional &nd modern (contemporary)
art forms in the town, but the attention of the outside
world has been focused mainly on the latter. This is
probably because of the assumption that traditional
African art generally is dead already or, at least deca-
dent and disappearing.54

There is no gainsaying the fact that Beier's
experimental art workshops at the Mbari Mbayo club
and Wenger's persistent sense of purpose with her
"New Sacred Art" movement have earned Osogbo an endu-
ring foCus and popularity as a centre of contemporary
Nigerian art. However, a very important and extant

aspect of the artistic tradition of the town - the
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Festival of Images, has been conspicuously neglected.
The objective of this study is to examine this annual
ceremonye.

The Festival of Images, 2 one-day experience, takes
place once every year. This period, all the carvings
kept in the central market shrine are brought out for
some rituals and carried in a procession round the town
amidst vivacious music, dance, prayers and praise-éongs
of the protective deities of the town.

The Festival of Images is distinctive fraom other
festivals and certainly it is the next crowd-puller to
Osun - of all traditional festivals of the town. How-
ever, the only record available on the festival is con-
tained in Beier and Speed's film, New Images in a
changing African Socjety. In it, it is summarily lumped

together with the other festivals of the town and appears
to us to be part of Osun festival, But actually they

are not. Indeed, the festivals are separate, and they
take place at different times of the year. Other fea-
tures of the film are Egungun masquerade, the new expe-
rimental arts and the new religious outlook of the towne.

Most of these also form part of distinctive festivals.
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Significance of the gtudy
This study focuses on the Festival of Images

in Osogbo for better understanding of the religion
and artistic heritage of the town.

Osogbo is not the only Yoruba town where festival
of images takes place. Of course, the Osogbo festival
of images began as a festival of the gods in general
but was eventually associated, particularly, to the
wor ship of Sonponna, the Yoruba god of pestilence. At
Ilobu, too, & procession of images takes place every
year when Erinle is worshipped.ss Parrinder gives the
hint that also at Ibadan, a procession of images used

56 Then of more his-

to accompany the worship of Yemoja.
torical significance, there is an annual festival of
images featuring the worship of the over eight hundred
stone images as community deities in Bsie.57
Therefore, the study is envisaged as being capable
of increasing our understanding of the rationale for
such festivals in Yorubaland and consequently the arts
that are associated with them. This research will also
increase our understanding of the religious and socio-

economic functions of traditional Yoruba art and shed

light on the history of some of 1ts associated practices.
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Besides, it will highlight the peculiarity of Osogbo,
as a remarkable centre of traditional and contemporary
art in Yorubaland.
Scope of the Study

As the art of a people is almost invariably inte-
grated with all the major aspects of existence - religion,
philosophy; as well as social, economic, political and

judicial practices and events,58

this study explores the
origin, purpose and development of the festival of images
in Osogbo.

The study also identifies and classifies the images
involved in the festival; discusses their age, origin,
form and style; and compares them with the representation
and worship of the deities in other Yoruba towns - to
throw light on both Yoruba art and religion.

Further, as the festival at Osogbo by itself cannot
yield the full result of historical investigation until
it is compared with similar festivals in other parts bf
Yorubaland, a study of similar festivals at Ilobu, Ibadan

.and Esie is undertaken; comparison is made and possible

historical links are established.



35
Hypothesis
As it seems that the images serve as crowd-pullers
during the festival, it is hypothesized that the festi-
val was originally motivated by the need to propitiate
the gods, attract members of the community and promote
social identity, social cohesion and cultural continuity
- in accordance with Gotshalk's theory of the social
functions of works of art:
What are called works of "primitive
art" - statuary, music, dance - have usu-
ally been created primarily to propitiate
the gods of war, marriage, earth, sea or
to whip up communal spirit for a group
activity « « « « This is the function of
satisfying certain so-called "mental"
group needs, e.g. communication of feelings
and experiences, the welding of the indivi-
duals of a group into a purposively active,
unified society.59
It is also hypotehsized that this research will,
in the final analysis, belie the impression created by
some writers that traditional art of Africa generally is
already dead and that their original meaning is
irrecoverable.so It is reckoned that without the need
for some assurance of survival and its social implica-
tions, it would probably not have been necessary to create

an annual outing for the images and involve the community

in a fiesta for the supposedly living spirits that they
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(the images) are taken to represent. Indeed, the
annual traditional festival of images or procession
of images accompanying the worship of the gods in many
Yoruba towns and villages affirm sufficiently that
many traditional carvings remain in such places, where
they still fylfil their traditional functions - even
when their number is naturally decreasing.
Methodology

An empirical and interdisciplinary method was
adopted in conducting this study. Empirical approach
relies on perception, experience and observation, thus
it provides knowledge provable by both reason and the
evidence of the senses.61

Generally, the study of African sculpture, which
began in the first decade of this century adopts the
empirical approach. The study initially followed one
or the other of two by-ways: the ethnological one,
which considers a knowledge of the social and cultural
bases of a work of art to be essential to its under-
standing and even for its appreciation; and the aesthe-
tic one, which considers that such a knowledge may not

be necessary for its appreciation.62
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However, the two schools of thought have gradually

approached each other because of the realization

that form and content are scarcely separable in

societies, like those in Africa, where the artist's
role is not to express his own personality but rather
to serve communal values.

Accordingly, this study draws on anthropological
and art historical ways, exploring the philosophical
and cultural bases of the festival as well as the
formal manifestations of the images involved in the
festival.

Procedure

Two basic procedures were adopted: Interviews
and Participant observation. But before embarking
on them, the following preliminary steps were taken:
(1) As much information as possible were gathered

from books, journals and archival records on
Csogboe.

(ii) Osogbo was visited with a letter of introduc-
tion from the Institute of African Studies,
University of Ibadan to the Ataoja, the tradi-
tional rulers of Osogbo and community leader

of the town, asking for his approval for the
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research. The approval was obtained.
(iii) Personal contact was made with the Osun State

Zonal Cultural Offjcer resident in Osogbo and

the Iya Osun (the chief priestess of Osun and

highest priestly authority of all the orisa

worship in Osogbo) for up-to-date information

on the date of the annual festival of images.

After the preliminaries, careful investigation
was carried out using reliable, knowledgeable and willing
informants in the community identified through the help
of the Osun State Cultural Officer for Osogbo zone,
Mr. Adetunji Araoye. The services of a number of diffe-
rent informants, who occupy diverse positions in Osogbo
community, as well as in Ilobu, Ibadan and Ile-Ife were
also soucht - taking cognizance of the fact that no one
informant is a sufficient source of information about
a given subject. The names of such informants and other
details about each of them are supplied at the appropriate
places in the text. Information from different infor-
mants were cross-checked for comparisons
Oba Iyiola Matammi III, the Ataoja of Osogbo,

the chief priest, the chief priestess and members
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of the central cult of community religious obser-
vances of Osogbo were met and interviewed before
and during the festival, I was shown the images
in the shrine on the eve of the festivale. Through
interview, some fundamental information was gathered

from the chief priestess and cult members on the

following:
(a) The Images
‘(1) Origin and producere
(ii) Date of manufacture.
(iii) Materials used in producing them and their
sources.
(iv) Nature and purpose of their forms, espe-
cially their decorations.
(b) The Festival
(i) Origin and purpose.
(ii) Preparations, e.g. washing.and painting of
the imagese.
(1ii) Relationship of the festival to other tradi-
tional festivals of the town.
(iv) Membership of the cult and their respective
functions.
Permission to take notes and photographs as well

as use tape-recorders where necessary was sought and
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obtained before and during the interviews.

Participant Observation

During the festival of the images, my partici-

pant observation was aimed at providing answers to

the following:

1.
20

3.

4.

Se

6.

7.

what is going on.

The participants (their respective age, sex fun-
ction, position in society, cult and isolates).
The frequency and duration of the situation
being observed.

The meaning of the activity to the participants
and those who are not taking parte.

The extent to which these meanings are specific
to the festival; relatively circumscribed

or basic to the whole value system of the parti-
cipants or the community as a wholee.

wWhether the relationships among the participants
are relatively stable or they go through regular
phases or cycles.

The effect of the setting (environment) on the
activities, participants and relationships.

Since most of the participants in the festival

were illiterates or semi-illiterates who often look
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on writing with suspicion, writing was minimized
during the festival. Mental notes - key words or
ideas to serve as reminders - were taken in the
midst of activities but written out in details after
the activities as in the case of the interviews.
The detailed note includes a description of what has
been observed as well as inferenCes and ideas for analy-
sis. Photographs of the images and the participants
were taken in the context of the festival to corroborate
written records.

The data provided by myths, praise-songs and other
symbolic utterances were also noted and analyzed, as
they are of considerable value in establishing histori-

cal connectionse.
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NOTES

rning's Market (Qja Oba) is the major market in
any Yoruba town and is invariably just outside
the palace.

There are two shrines dedicated to Osun River
goddess in Osogboe. One is at the bank of the
river ("Qjubo") the other is in the King's mar-

ket (Qja-Ubale.

Oral traaition gathered from the present tradi-
tional ruler of Osogbo, Oba lyiola Matanmi III,
through personal interview on 7th December, 1990.

Like all the other Yoruba deities, Osun is believed
to be capable of giving children, curing aiseases
and fulfilling all wishes. s5ee Ulli Beier, The
Return of the gods: The Sacred Art of Susanne
Wenger. (.ondon: Cambridge University Press),
1975, p. 36.

AS in Note 3 above.

See S. wenger, The Sacred Groves of Osogbo.
(Worgl, Austria: Augustine Mereeder), 1990, pp.29-30.

Se Johnson, The History of the Yorubas (Lagos:

CMS Bookshop)s 1921, pp 285-9 says that the Owa

of Ilesa, dmitating Alaafin of Oyo's earlier appoint-
ment of Timi of Ede to check the ljesa plunderers who
kidnappec their neighbours in kheir farms and molested
caravans to and from Apomu, a frontier town where a
large fair was periodically held for the exchange
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CHAPTER 2

THE FESTIVAL OF IMAGES AT OSOGBO

L)
When rains stop and the heat waves of the dry

season set in, usually in November, the date of the
annual Festival of Images (Qdﬁn Ere) at Osogbo is
decided. This decision is taken by the Ataoja (the
traditional ruler of the town) together with the
iyé-@sun (the chief priestess of Osun and highest
priestly authority of all églgé worship in Osogbo)
and the Aword (the chief priest of the central cult
of community religious observances of Ogogbo).
Orunmilad is consulted to ascertain the propitiousness
of the date fixed.

Orunmila is one of the principal deities of the
Yoruba people. He is the oracular deity of divina-
tion and urgury, the chief counsellor ef the godse.
All Yoruba towns and villages attach the same impor-
tance to hime This deity is consulted on every
important step to be taken in life that involves
decisions as well as other issues such as how to

prevent or cure diseases, and sO on. One reason
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given for Orumnmlla's intimate knowledge of matters
affecting man's destiny is the Yoruba belief that he
(érﬁhmll%) is present when man is created and his
destiny sealed. Thus he can predict what is coming

to pass or prescribe remedies against any eventua-
1

-

lity. érunmllé's mind is read by learned priests
(babaldwo) through the Ifa divination system - a
system operated with the help of a meta-algebraic
universe of equations that manifests itself in some
symbol-laden poems called odd.’ Ordnmila is also
referred to by some writers as Ifa, which can also
stand for the oracular system.3

The date fixed for the festival usually falls
on the first or second Monday in December. Once the
date is fixed, the information is conveyed to the
community through the Awdord. In the past, the Awdrd

would direct the town-crier to make the announcement$

but these days;thg information is passed to the

community and the public at large through various

mass media like the radio, television and the dailies.
The images are ritually "bathed" and painted

nine days before the festival day, and are re-arranged

in the shrine. The "bathing" and painting are
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carried out in the inner court of the shrine housing
the images by members of the central cult of commu-
nity religious observances. Only members of this
cult also exclusively do the carrying of the images
out of, and into, the shrine.. Nobody else is allowed
to handle the images at this stage.

The central cult of community religious obser-
vances is currently headed by Chief Madam Qydweoye
Asandé, the Iya Osun (The chief priestess of Qsun and
highest priestly authority of all 25332 worship in
Osogbo — Plate 3). Membership of the cult include
Chief Folorunso Babalola (the Awdrd - plate 4), Chief
Madam 9§uny§Yin\hy§ké'(ig§£§) chief Madam Mopeldla
Abike (Iworo), Chief Arfyanyo Ajani Olagunju (Iwors)
Chief Mrs. Omilani Egbedara (Iwdrd), Chief Sangofunke
Abike, Chief Osuntédgun Oyebamijl and Mr. Owdlabi
Aylndé. The terms Aword and Iwdbro are membership
titles of the cult. The titles are hierarchical:
Iword is lower than Aword, while those of them with-
out any title are neophytes. The Atégja and tradi-
tional ruler of Osogbo plays a supervisory role on

the cult.
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After the whole community has been informed
about the date of the festival, members of the cult
and many other adherents of traditional religion
bring in extra good stuffs and new cloth is prepared.
The food-stuffs brought in from the farm is supple-
mented with the ones obtained from the local markets.
Every devotee dates his appointments from the coming
festival - eight days; five days; the day after
tomorrows and then the vigil comes and the people
greet eacﬁ other, '"Happy Festival of the Images"
(E kd odin Ere).

The actual festival of the images at Osogbo lasts
a whole day. The night vigil preceding it is obser-
ved at the premises of the Osun temple and house of
Images (the central market shrine that houses the
images) by members of the central cult of community
rel;qious observances, many other followers of tradi-
tional religion,.as well as other interested persons.
At dawn on the day of the festival, before people are
astir, the Head cult-drummer uses his pressure-drum
to sing the praise of Sonponna, the Yoruba god of

pestilence. One of the praise-songs rendered goes
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thus:

Obgluaye, Obaluaye,

Iba Baba-agba.

Odio, agbalagba Ife
Omokunrin w%nkuku wankoko.
Sonponna fitdi apé sz'le,
Abi'ja wara, bi Oba Koso.
Ogbo'mo odd kigun s'ona ¢fun
Oniwqwo ado

Oru'me 1'dgun ika dand.

Fi'l€ mi bunmi
F'omo mi bunmi
F'aya mi bunmi
F'oko mi bunmi
Fi baba mi bunmi
F'iya mi bunmi4
Owo Baba-agba.

Chorus

N Nt N N N N N

Obaluayé, Obaluay€,

Courtesy, elderly father.

Oodio, an aged person of Ife,

Strong and powerful young man.

Sonponna who nails down the sheath to
the ground,

He who fights hastily like §ango the god
of thunder, the king of Koso.

He who uses pestle to push medicine down
the throat.

He whth multifarious charmg kept in ado.

He who makes one to destroy poisonous mediciney

Spare my household )
Spare my children )
Spare my wife )
Spare my husband ) Chorus
Spare my father )
Spare my mother )
The honourable elderly
man
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The supporting drummers join in beating the chorus
and the whole praise-song is repeated a couple of
times. The head-drummer then sings the praise of
the other major Yoruba deities, namely, Osun, Sango,
Oya, Obatald, Ordnmlla, Esu and Ogun.

As soon as the drummer finishes sounding the
praise song of the last deity, the Awdord (the senior
cult priest) and other agile members of the cult
sing and dance about the town. They are accompanied
only by their voices and drummers beating their drums.
The only sound produced with the pressure-drums, which
the team chants over and over again in a 1lilting rhy-
thm is the chorus given above. This aspect of the
festival is simply a harbinger of the major aspects,
which come up later in the day.

Shortly after the harbinger group has returned
to the shrine, the cult members proceed to the inner
courte. There is dead silence. A big ram is led in
by two of the cult men and killed on the ‘' ground in
front of the shrine altar. Some of the blood is
collected in a basin and sprinkled on the images,

while the rest is allowed to sink into the ground
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to propitiate the spirits of the earth (Irinmole).
A prayer session follows,.

The men take the carcass of the slaughtered ram
to a corner outside the shrine complex. A fire is
made and the carcass is laid over to singe off the
hair. This done, the powel is opened up and the gut
is removed, The remaining parts are separated and
cut in pieces. They are all thoroughly washed in
water and put in a large pot. Coindiments are added
and the pot is placed over the fire and left to simmer.

Nearby, the women are boiling water in large
pots to make stable food items, namely, yam-flour
meal (amala), cassava-flour meal (égé), bean-cake
(é&égé) and steamed blended beans with coindiments
(méinmdin) Basket-fulls of corn meal wrapped in lea-
ves (éﬁg) have been prepared on the eve of the festi-
val and kept in the shrine pantry.

Preparation of food does not end until around
noon, But whilst this is going on, the images are
brought out of the shrine and arranged along the
verandah outside the shrine complex (Plates 2a & b)

where they remain-in-state till late in the afternoon
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when the procession begins. A number of rituals
featuring praise-singing, drumming and dancing, sacri-
fice and feasting take place at regular intervals
throughout the time the images are in state.

First phase of the rituals

Once the arrangement of the images is completed,

the food items that are ready are brought out and
laid before the images. These include fumps of $5$,
bean-cake (3kira), yam porridge, cooked beans and
vegetables, "addin' (corn powder mixed with palm-oil,
pepper and salt), ripe bananas, salt and honey. A
basin containing kolanuts is also brought and put in
front of the images., There is continuous drumming as
the stage is being set. People start trickling in
(Plate 5). Some come with various kinds of presents
for the deities while others, just passers-by who are
obv}ously attracted by the images and the drumming,
call to look at tbe images and watch what is to happen
next.

The stage having been set, the iyé'§§un moves
to the row of images and sits in front of the one close

to the middle - the Osun goddess symbol, before which
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the basin containing kolanuts is. The followers,
that is, the senior priest (ﬁgégé), the junior
priests and priestesses (igégé) and the neophytes,
seat themselves in front of some of the other images.
The non-cult members present either sit on benches
or stand in the vast open ground in front of the
'stage.’

Now, all is silent. The Iya Osun presents the
sacrifice of food before the images and addresses them
in a soft voice (Plate 6). She offers the thanks of
the people of Osogbo to the gods for their protection
over the people throughout the outgoing year. She ex-
plains that the people have brought many gifts for
them and prays for the guidance and protection of
the deities in the nascent dry season. She specifi-
cally requests Osun and other deities to intercede
with ObalUaye (originally known as $§nb§nn£) for the
people of Ogogbo - to spare them and their children
of the attack of small-pox and other virulent pesti-
lence. These deadly diseases are believed to be mani-
festations of gbaluayé's anger and occur mostly in the
dry season. She also prays for long life and pros-

perity for her people.. Finally, she asks the deities
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to accept the sacrifice the people have brought for
them, swaying her hands across the things laid before
the images.

The Chief Priestess (Iya Osun) then takes up a
quatre jobate kolanut (obl 3batad or obi-gidi)from
the basin, breaks it open and casts the four cotyle-
dons at once on the matted floor. It is significant
to note that each of the kolanuts in the basin is
four-valved. This species of kolanut is a traditionally
important symbol used for divination. By contrast,
the recently introduced variety, sterculia nitida
(g86rd or gbania) is of no ritual significance.’

The throwing of kolanuts 1s probably the simplest
Yoruba divination system. It apparently requires no
great learning = unlike the Ifa oracle which can be
carried out only by professional diviners. Through
the kolanut divination the relationship with the deity
is tested and adjustments are constantly made. The
purpose of casting'kolanuts at this stage of the
festival, therefore, is to see whether the offerings
are acceptable or not and whether the images, symbo-
lizing the deities, are satisfied with the general

well-being of the towng if the women who want children
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will have themj if the sick will recover; and, more
specifically, if the children as well as adults in
the town will be spared the wrath of Oballayé this
dry season. The response of the images to the pries-
tess' supplication is divined in the following way:

If all the cotyledons turn down this is greeted
with the statement "security is guaranteed" (O p'oOtd
kd). If all are up, the divination is greeted with
the words "health and peace" (aldaffa), that is,
the deities are pleased. If three of the segments
lie with the inner sides down, and one faces upwards,
this appearance is greeted with the word koyan, an
expression signifying dismay and disappointment and
general anxiety because it denotes that the deities
are so far not pleased with the ritual. In this res-
pect, it is the job of the priestess, through further
quegtions and casting of the kola, to find out why
they are displeasgd and what more they desire.

If three of the cotyledons turn up and one
down, it is termed "manner" (iwa), meaning that the
previous conduct of the sacrifice has been acceptable,
but something more is desired. If two valves turn

down and two up, this is the best possible answer,
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and general rejoicing occurs, This combination
is greeted with the words & yan, literally meaning
all things are in a state of equilibrium: the sacri-
fice is acceptable and the requests will be granted.6

As the chief priestess (Iya Qsun) bends down
to inspect the fall of the kola, the faces of the on-
lookers are apparently tense with anxiety. Two of the
valves turn up and the other two down. As she turns
to the onlookers and announces|é.x§g! the tense faces
break into smiles and cries of égé (soother). The
kolanuts in the basin are then broken into smaller
pleces and passed round all persons present to eat.
The shared pieces, though small, are taken with great
relish. Drumming is resumed instantly and the Iya-
Osun dances (Plate 7). The Priests and priestesses
(Plate 8) and other cult members (Plate 9) get up from
their seat in front of the images to the open ground
also to dancee.

More and moré people, some in what appear to be
their best clothes, arrive at the venue either with
offerings or to look at the images. Some of the new
arrivals, as well as other non-cult members who have

already been there (Plate 10) join the dancing cult
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members in dancing, singing:
Obaluaye, Obaluaye,
F'omo mi ounmi.
F'oko mi bunmi.
F'aya mi blunmi,.
Fi'ya mi bunmi.
Fi baba mi\bunmi.
Fi'l€ mi bunmi
Obaluaye, Obaluaye,
Spare my children.
Spare my husband.
Spare my wife.
Spare my mother,
Spare my father.,
Spafre my household
After this dancing session comes the first part
of the feast of the festival. The Iya-Osun now places
a handful of each of the various foods in the big basket
and bowl in a plate and puts it at the feet of the
image symbolizing Obaluayé (§§n§§nn£). She also repeats
this at the feet of the symbols of Osun and qﬁhtﬁlé:
and at short distances along the line in front of the
other imaljes in a way that suggests that the food-
content of each of the plates are to be shared by two
or three images. Each plate of food is accompanied
by a basin of water so tha images can have a drink
after eating. The food items remaining in the basket
and bowl are passed round all the people present. Thus
the images and the people all symbolically partake

of the same food at the same time.
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Having finished this, all the participants and
onlookers wait patiently chatting to themselves while
some walk from time to time up to the altar to gaze
silently at the images.

Second phase of the rituals

The period between the first-meal and midday is
continually punctuated by the head-drummer ushering
in important visitors to the festival with the beats
of nis pressure-drum. Also with the drum he sounds
the praise-songs (oriki) of the deities one after the
other. As he does this, votaries of various tradi-
tional Yoruba deities such as Obatdla, Oya, Osun, who
are present, get forward to pay their respect. They
look at the symbolic image of their god/goddess, pass
in front of it reverently, then sing and dance.

Soon after midday, the ram-stew is ready. It is
pou;ed into a powl and carried to the middle of the
altar where the images are arranged as if in state.
Also brought to the altar are baskets containing
wrapped yam-flour meal (dmala) and cassava mealQégé)
and a bowl of cooked vegetables.

The chief priestess (iy£;Q§un) puts some of the

choicest pieces of meat in a plate and places it



€5
together with some lumps of amala and‘$g§, as well as
some of the cooked vegetables, at the feet of the
image symbolizing Qsun - which is placed in the
middle of the row of images. A basin of water is also
put on the altar - presumably for the images to drink
after their meale More kolanuts are cast - presumably
to determine that the images are pleased and that the
people may join them in pertaking of the sacrifice.
There are indications that all is well: the chief pries-
tess smiled and started dancing even before drumming
is resumed. The remaining food, stew, meat and vege-
tables are passed round the participants to share.

The period between this second part of the feast
and the cooling hours of later afternoon is filled with
praise-songs (orik}) of the deities, especially Obalu-
ayé, and dancing. The praise-chanting is carried out
by some old women cult members who urge each other on
and who remind ea;h other of more and more of the
traditional praises to the deities. The drummers
likewise recite the praises with their drum-beats

as they supply the rhythm for the dance.
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Procession with the Images
The procession begins in the late afternoon

amidst vivacious music. The images are carried on
heads on which head pads are first put. These help
to balance the weights of the images as well as
cushion their hard effects on the head (Plates 11a,
b & c). The Aword, the chief priest, leads the way.
But the chief priestess (Iyd Osun) and Arééﬁ stay back
in the house of Images or the central shrine, presum-
ably for their senility. At the outsetj there are
lead drum-beats and choruses which are pleas to Oba-
lhayé to spare their lives:

Iba Baba-agba.

Owd Baba-agbas

Obaluayé, Obaluaye,

iba Baba-agbi.

E j€ nb'on'ile léére,

Bi o jé 'a 363

E je k¥4 b'on'ile léere,

Bi o je a jo.

iba Baba-agba.

Flilé wa bunwa )

F'omo wa bunwa ) Chorus

F'aya wa bunwa )

F'oko wa bunwa, etc)

Homage to you, the elderly father.

Honour, to you, the elderly father.

Obaluayé, Obaluayé,
Homage to you, the elderly father.
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We obtain the landlord's permission
To permit us to dance

We ask the landlord

To permit us to dance.

Spare our household )
Spare our children ) Chorus
Spare our wives )

Spare our husbands,etc)

As the procession nears the shrine of Bqﬁ, the
drummers beat a special rhythm to the deity, Esu,and
the whole procession change their dance steps to the
special Esu-steps. As the people pass on to all the
other shrines the drum rhythms also change and the
dancers have to change their steps accordingly. It is
believed that each orish responds best to his or her
rhythm and to his own repertoire of praise-songs (oriki).
However, the images, more than anything else, form the
cynosure of the whole crowd which surges along the
streets between traditional mud-walls. Many people
join the crowd and move along with it in order to have
a closer gaze at @he images. The spotty paintings on
the images also contribute immensely to the emotional
response of the people. They remind them (the people)
of the dreaded manifestation of the wrath of Obaluayé,

which is small-poxXe
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Indeed, the appearance of the images as they are
carried above the general level of the sea of heads
is like an impressive and theatrical spectacle, at
which the awe-sgtriken spectators share the experience
of the make-belief appearance of Qbaluayé. This sort
of gpectacle is similar to what Nietzche - saw in the

Birth of Tragedy:

The chorus 1s now assigned the task

of emciting the minds of the audience
to such a pitch of Dionysian frenzy,
that, when the tragic hero appears on
the stage, they do not see in him an
unshapely man wearing a mask, but they
see a visionary figure, born as it were
of their own ecstacy. « « « And this
is nothing else thafd the Apollonian
dream-state, in which the world of
today is veiled and a new world,
clearer, more intelligible, more

vivid and yet more shadowy than the
oldy,is, by a perpetual transformation,
born and reborn before our eyes.

Thus says the Greek chorus and drama.7 It is a "new
world", free of smallpox and other symbolic manifesta-
tions of the wrath of Qbalﬁayé, the Yoruba god. of
pestilence that the images are ritually placated
before the very eyes of the spectators.

Beside the shrines, the procession visits each
quarter head's (badlé's) house and ritually and symbo-

lically clenses it of any pestilence that might be
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lurking there. The symbolic cleansing takes the
form of incantations made with some gestures by
the Aword (the chief priest) to the invisible spirit
of Obaluayé and like the papal bulls, are considered
infalliblees The benefits of the preventive and
curative powers of the deity is thus believed to
be individually acquired in a communal therapeutic
manner throughout the community.

The final place of call and turning point is
the Id{ Babd shrine.  This is the home-shrine of
$onponnd. It is situated in the bush along Osogbo-
Ibokun road, some seven kilometres away from the
"Ile Ere" (the house of images, that is, the central
market sfrine)e The "Idi Baba" shrine has a spe-
cial importance to the followers of traditional
religion in Osogbo because no "origa" ceremony is
complete until a last sacrifice has been given to
Béba-Agbé (another appelation of Qbalﬁayé'who is
also called $§ﬁp§nni)o In the old days this shrine
was in the forest but in recent years it has been
encroached by farmlands and 1s now close to a main
road and a path that leads right past it.

At the Idi Babd shrine, the Aword pours some

libation of palm-oil' and palm-wine at the foot of
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one of the sacred dracaena fragrans (Eérégﬁh trees)

saying some prayers. The actual annual sacrifice

to Sonponna at this shrine usually takes place seven
days before this outing of the images; hence there
is no need for another elaborate sacrifice during
the outinge Indeed, the outing of the images is
regarded as the grand finale of the annual festival
of the images.

When the sun is about to set, the procession
returns to the starting point, that is, the central
market shrine which houses the images (Ilé-Ere).

The return procession goes through a different but
shorter routes On their return the Atddja is visited
in his palace which adjoins the Ilé-Ere. A short
dance which he joins is made by the cult members.

All the images involved in the procession are there-
after returned to the Ilé-Ere,where the deities they
s&mbolize are ritually thanked fortheir pacrticipation.

The origin of the fegtival8

The origin of the festival of images at Osogbo
dates back to the time of the Fulani wars in the
mid-nineteenth century (See Chapter 2). Many refu-
gees fleeing from the war-torn Yoruba towns like

Oyo-Ilé, Offa and Erin-Ilé settled at Osogbo and
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its environs. The fugitives brought and have
since been practising their various religions
and other aspects of Yoruba culture.

Apart from Qsun, other deities like Obatald,
§ingé and Ogin have their separate festivals. The
deities are believed to have been responsible for
the welfare and prosperity of the town, hence a
collective festival of the gods was instituted.

At first the votaries of each of the deities used
to gather at the central market shrine with or with-
out the symbolic images of their respective godse.
The festival normally featured a great feast and
sacrifice offerings by the devotees to the godse.
The gods were invariably thanked for their benevo-
lence throughout the past year and petitioned for
fertility of women and land and protection, espe-
cially over the chiildren, in the new year. Now,
the central sh;ine itself houses the images repre-
senting all the major deities of the environment.
The images in the central shrine as well as the
ones brought in by the votaries symbolize the
physical presence of the gods at the festival.

The festival has undergone some slight modifi-

cations since its inception. The procession of the
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images as part of the rituals of the festival
is a relatively recent development. Before the
reign of Oyeddkun Latona II as the Atddja of
Osogbo (1926-1943), all the rituals connected with
the festival used to be carried out in the premises
of the "House of Images" (Ilé-Ere) that is, the
central market shrine.

In 1936 during the reign of Qba Létona II,
an unprecedented number of persons died within a
short time during the dry season as a result of
small-pox epidemice The At@dja, realizing that
the security and survival of his people were
threatened, consulted Qrdnmila (the Yoruba god of
wisdom) for a solution. The Ifa priest revealed
that the terrifying malady was indeed a manifesta-
tion of the wrath of Sonponnd (the Yoruba god of
g pestilence), the worship of which the reigning
Atadja had been observing only superficially since
the death of his forefather. The oracle prescribed
that a ceremony featuring a great feast and sacri-
fice addressed to the supernatural forces, especially
§§np§nné (otherwise called Qbalﬁayé),9 must be held
in order to avert total disaster in the town. The

ceremony should, above all, involve all the towns-
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folk.

The Atadja, in consultation with the Iyi-Osun
(chief priestess) and the Aworé (chief priest) of
the central cult of Osogbo community religious
observances, thereupon decided to have a procession
of all the sacred images in the town during the
annual festival of the gods, which, incidentally,
was just a couple of weeks ahead.

Apart from the existing symbol of $¢nponna
(Plate 13) among the images in the Ilé-Ere, the
Atdgja commissioned a new one (Plate 14a & b) in
readiness for the festival. This new image and all
the old ones were carried round the town as sche-
duled and the small-pox epidemic subsided. Since
that year the annual festival of images - the gods!
images = has invariably been held at the beginning’
of the dry season. It is note-worthy that the dry
season, because of its characteristic high tempera-
tures and little or no rainfall, provides the ideal
climate for the spread of small-pox. This explains
why, throughout each festival of images at Osogbo,
sacrifices and petitions are addressed generally to

the gods but specifically to Cbaldaye.
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Ihe significance of the festival

The festival of images at Osogbo was motivated
by the need to bring the force and power of the
spirits to bear upon the prevention of diseases,
especially small-pox and allied pestilences, and
for some assurance of security and survival. 1t
is believed that the super-natural beings could help
to ensure these if honoured, propikiated and peti~
tioned in a traditionally prescribed pattern.10

Another need served by the festival is the
desire for continuity and stability of the commu-
nitye A paramount characteristic of traditional
Osogbo life is a rigorous adherence to traditione.
The small-pox epidemic which occurred in Osogbo in
1936 was attributed to Qba Latona II's neglect of
his forefather's worship of $onpdnnd. The idea that
ancestors are aware of all of the activities of man
15, to a very large extent, responsible for a marked
and firm conser&atisnlthat permits few deviations
from the customs and practices of the past. This
conservatism has been a powerful stabilizing factor

for the people. If rites were enacted carefully in

a traditional manner, the people would feel reason-
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ably confident that all would go well. Problems
or illnesses are interpreted as corrective measures
of the deceased but watchful kinsmen. Therefore,
the festival centributes to the maintenance of con-
tinuity and stability of communal beliefs and practi-
Cese

The images involved in the festival are the
visible and tangible symbols by which the spiritual
forces or powers of the deities are contacted. What
the sculptures symbolize and the purposes they serve
heighten the aura of sacredness with which they are
surroundede They thus function as emotional stimuli
for religious responses which inspire increased wor-
ship and intense ritual activitye.

The images being carried in procession attract
members of the community and serve as crowd-pullers
during the festival, ensuring the participation of
as many community members as possible.

It is therefore important to note that the
images are not mere decorative embroidery on the
fabric of religion; they are a vital part of the
process of the generation of force. The addition

of sculpture raises the intensity and efficacy of
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the rituale The sculptures serve to evoke and
associate with worship a level of spirituality.
The tension of the spectators is obviously reduced
on seeing the images; their fears are allayed and
they are filled with fresh springs of vitality.

Tragedy has been avertede The future is assured.
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See Ee Bolaji Idowu's Olodumare, God in

Yoruba belief (London: Macmillan) 1962, pp 77
& 176,

For detailed account of Ifa Divination System,
see Wande Abimbola's "The Literature of the Ifa
Cult" in S. O. Biobaku (ed.) Sources of Yoruba
History (Oxford: Clarendon Press) 1973, pp 41—
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o&f the Yoruba (Ibadan University Press), 1970,
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the g%ds in their Yoruba homeland (Perlinger,
Austria) 1983, pp 74-9,

The verbal interpretation of the drum-beat was
given me by Mr. Sule Ayantunde Are-Ilu, the cult
Head-drummer, later on the day of the festival
(9th December, 1991).

Onuora Nzekwe describes the place of kolanut in
the religious, economic and social lifqzhigeria.

See "Kolanut" in Nigeria Magazine, No. 71,
December, 1961, pp 288-305.

These interpretations of the ways the kolanut
valves fall were given me by Chief Folorunso
Babalola (Age 73 year) the 'Aword', that is,
the chief priest of the central cult of commu-

nity religious observances in Osogbo (Plate 4)
- 9th December, 1991,

Fe Nietzche, The Birth of Tragedy; Reprinted

in The Philcsophy of Nietzche (New York: Modern
Librarys 1871, pp 518-19; and in The Birth of
Tragedy and The Case of Wagner, translated by
Walter Kaufmann (New York: Everyman's Library)
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I gathered thig history of the origin of the
Osogbo festival cf Images from Oba Iyigla
Oyewale Matanmi III, the present Atd&oja (13
December, 1991). 2

See Chapter 4 of this disserfation for detailed
euphemistic appelations of $onpdnnée.

Ge De Ekpenyong observed that religious activi-
ties or worship play a very prominent role in
most Yoruba festivals. See her article,
"Festivals in Nigeria: A Bibliography" in
Nigeria Magazine, No. 136, 1981, ps 31. For
some related opinion on meaningful appraisal of
works of art of any community see C. A. Cone &
Pe Je Pelto, Guide to Cultural Anthropolo
(Illinois: Scott, Foresman & Company) 1967,

Pe 95.
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CHAPTER 3
THE IMAGES: CLASSIFICATION & STYLES

The word "Image" as used in this thesis refers
primarily to representational art forms. The form of
such representations may be three-dimensional or
two-dimensional. If it is three-dimensional, the
Yoruba call it Egg. Adepegba distinguishes this
interpretation of the word "Image" from the Yoruba
interpretation of the two-dimensional figural form,
which is called awdrén =~ the short form of aworantf,?t

Bre, used in a singular or plural sense, is
therefore the Yoruba word for "“sculptural image."

Many of such images are sacred and used in traditional
Yoruba religious worship. The Oxford Dictionary of
the Yoruba Language defines bBre as "Image, Idol or
statue".2 However, the common usage of the word by
the Yoruba does not confuse it with the spiritual
beings that the sacred ére represents. To the Yoruba,
igg is simply an accepted symbol of the spiritual
being that is worshipped - like a crucifix in a
christian churche The image is never taken to be

the deity itself or a residing place for the spiritual
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being., Ulli Beier rightly describes the significance
of ére in traditional Yoruba religion in the follow-
ing words: "It embellishes the shrine, creates atmos—
phere and stimulates religious feeling 0"3

The Yoruba believe in a supreme God, Olcdumare,
but their ritual activities centre round the various
lesser divinities, orisa , Relationship between Olo-

oL
dumare and the drisa has been varicusly described.
koS
Some weiters have said that they are little more than
messengers who carry sacrifices to God.4 Others
have compared them to the Roman Catholic saints who
intercede with God on behalf of man.5 Idowu regards
the orisd as "Ministers of Olodumare", who look
1
after the affairs of the universe and act as interme-
diaries between Him and the world of meno6 All told,
Olcdumare is very strong in the awareness of the
Yoruba people. He is the most powerful force in the
world - one force from whom everything emerges, and
the brisa are spiritual, supernatural, part-representa-
Lo 413

tions of Hime

The orlsa are numberless, variously put at one

SE208

thousand seven hundred, or four hundred and oneo7

The actual number is not knowno Of the large number
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of the gods worshipped in Yorubaland, the majo-
rity are of only local importance, their worship
being confined to particular communities because
they are guardians of the communities concerned.
Some are even spirits of hills and rivers. A small
number, however, are of "national" importance = wor-—
shipped everywhere in Yorubaland every year. These
include QObatdla, the creator deity and senior églgé;
Oridnmila, the god of wisdom and divination; Esu,
the messenger that receives sacrifices for other
deities erroneously called "trickster" by many
people; Ogin, the god of ircén and war; §§np§nn5,
the god of small-=poX and other pestilences; and
Orisa-Oko, the god of agriculture.

However, only few of the images involved in the
Osogbo festival of images represent the gods(brléh}

that are worshipped naticnally by the Yoruba. A

coﬁsiderable number of them represent local ones
while others simbly represent cult members or priests
and priestesses. Originally, the images were about
thirty-six, but four of them were reported stolen
and probably smuggled out of the country in 197008

All the remaining images are wood=-carvings, thirty-



82
one free-standing and a composite one consisting
of a big figure flanked by ten smaller figures.
There are also two face masks, Otdnpdrd. All the
images are made after human form, male and female,
of varying sizes and heights and in standing posi-
tion.
The images that symbolize deities:

~ 7
§on@nna

This is the deity in whose honour the festival

of the images at Osogbo is hedd annually. According
to a tradition, Sonponnd (Plates 13 and 14a & b) was
born in the Nupe country where he was a warrior and

9 deified after $fs ‘death.

king,
Sonponnd instils great fear in the mind of
people because of the deadly disease, small=-pox,
and other pestilences which the people believe he
inflicts on those he is angry with, He is so dreaded
by the Yoruba that they call him a number of euphe-
mistic appelations. The appelations, which best ref-
lect his personality in Yoruba consciousness, include:
Qballay€ ("King who is Lord of the earth"). This is

probably the more common and less offensive of the

saluations; Baba-Agba ("the elderly father");
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Oldde (the Lord of the open space which comprises

of the ground on which man treads, builds and culti-

vates. He is also called A sboro pé l'éérﬁn ("one
whose name is dangerous to mention in the dry season").
Care is taken, esgpecially during the dry season when,
as already indicated, small-pox is common and the
festival in his honour is held. Other appelations

of his are Ileé'gbdnd ("Hot earth") and Aldpadipe

("One who should be thanked for killing").

When a person has small=-pox or suffers any of
the afflictions believed to be caused by Sonponna,
the Yoruba describe the situation in a way that bet-
rays their dread of, and respect for, the divinity.
They claim the victims are in the servitude of the
king, o nsin oba; or is being afflicted by hot

earth, Ile'gbdnd nbda ja. Because SOnponnd is called

Ile'gbdnd, the Yoruba traditionally do not say lié
ggégé ("The ground is hot") when the ground is truly
hot in the dry séason. They euphemistically say
;;g.gggg ("The ground is cold") = the opposite of
what they meano.

Before now that Western medicines are used for

curing the disease, a white flag used to be raised
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before the house of someone suffering from small-—
pox to mark the temporary shrine or abode of the
dreadful god, Because the god is believed to be
fond of palm-wine -~ a drink that has a very cooling
effect especially in the dry season, big gourds full
of the wine used to be set by the entrance of the
houses Plenty of the wine was also poured out on
the thresholds The wine poured out dries up instantly
and the one in the gourds normally evaporated very
faste This happened because of the hot and dry
weather characteristic of the season when small-
pox is most rampant. But the Yoruba believe that the
palm=wine disappeared fast because the god took it
with great relish. Red palm-oil also used to be
poured out for him because of its soothing effect,
and the oil used to be kept in a container along-
side the gourds- of palm-wine. Other sacrificial
itéms for the god of pestilence include fish, cock,
camwood "cream",.powdered corn mixed with palm-oil
and salt (a&dun), sugar-cane, honey, snail and a
variety of Yoruba staples.

A victim of small-pox usually had his body

rubbed with a cream made up of powdered camwood
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(osun) and palm-oil throughout the healing period.
Indeed, no medicine - western or traditional - used
to be appliede Even sacred medicines and charms
used to be removed from the house of someone afflic-
ted by small-pox,otherwise, it would amount to challen-
ging the king's authority. The belief is that such
an action was a taboo to him. If $onpdnna "enters"
a house by way of .affliction and any counteracting
medicine was used, the whole house or community would,
according to the people, severely pay for ite For

this reason, SOnponnd is also called A ru'mo 1'dgun

danlu ("one who causes medicines to be thrown away
or ineffective"). Even to isolate someone afflicted
by his infectious emissions would be impertinence
towards the god.

The people do not mourn a dead victim of
small-pox or any other pestilence attributed to
the god, for death is believed to be the final recep-
tion into the ranks of those closest to him or the
affectionate of his slaves (erdu Baba).

It used to be the task of his priests to treat
his victims (mainly a ritual treatment, since de=

conterminating medicines were forbidden) and also
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their duty to bury the dead victims. All proper-
ties of those who died of the god's "sting" used to
fall to the priests, who were not only immune but
versed in traditional methods of cleansing themsel ves
of the disease.

Members of the cult of $onponna were fond of
threatening to "fight" anybody or any community,
using the weapons of $onponna. It was believed that
they usually had in their possession some virulent
preparations made up of powdered scrabs of the skins
of small-pox victims, or fluid which they obtained
through the action of the weather and putrefaction
from corpses of victims which could stealthily spread
the disease. Idowu recounts how this type of inci-
dent was traced to a proficient undertaker during
an epidemic of small-pox in a Yoruba town sometime
agq.9

In 1917, Dr.Oguntola Sapara, an English-trained
medical doctor, swindled himself into initiation as
the son of a family involved in Sonponna cult in
Ibadane He eventually denounced the god's worshippers
and made some stunning revelations on how the disease

germs of small-pox had often been exploited with
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disastrous consequences by unscrupulous members
of the culte Following this exposure, it was held
that members of the cult were instrumental in
spreading small-poxe. The cult was prohibited by
order of the €oleonial Authorities that year. All
identified $Onpdnnd priests were arrested and all
their ritual paraphenalia, including symbolic images,
were confiscated by governmento10

The foregoing action of Colonial government vire
tually dealt a death blow to the cults of $onponnd
throughout Yorubaland. The intensification of west~
ern education and introduction of vaccine in the
wake of Dr, Sapara's revelations neutralized most
of the rituals of the cult of Sonponnd and put small-
pox and other pestilence under effective control.
For instance, the "Oshogbo District Native Authority
(Public Health) Rules of 1952" made under Chapter
18.3 of the Public Health Ordinance (Appendix II)
spells out reguiations designed to keep sanitation
of premises and infectious diseases under effective
managemente

Nonetheless, it is difficult to totally elimi-

nate a cult with such a tremendous potency among
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the Yoruba. Even now, the cult still exists openly
in some towns and villages. However, such an
existence is merely a shadow = an echo - of its old
awful perception. 1In fact, what happens now, gene-
rally, is that descendants of old members of the cult
of $§np§nné endeavour to keep the worship of the god
alive in form of annual festivals in order to avert
possible disastrous consequences of neglect of such
traditional beliefs and practices.

Sonponna is symbolized in two different ways
in the Osogbo group of images. The two symbols are
however anthropomorphic, just as all the images in
the group are, and they both reflect the historical
background and people's conception of the attributes
of the gode One of the symbols is free-standing,
while the other is compositeo

The free-standing symbol (Plate 13), 1.5 metres
high, is the only equestrian statue in the whole
groupe It reflects the initial iconography of Son-
ponna as a warrior on horse-back with a spear held
in one hand, which suggests the dignity appropriate
to the king in his earthly life -"the lord of the
Earth." Horse is symbolically regarded as a vehicle

of powere Obviously, this is the reason why the
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adherents of Sonponna chose it as the symbol of
their god.11

A similar equestrian figure holding a club and
also symbolizing Sonponnd is among the columnal
statue in the temple of $angd at Aklru quarters in
Ibadan (Plate 28b). Chief Omikunle Omdmogba Akdrd,
a centenarian who is the chief priest and custodian
of the temple, gave me this information on August 24,
1992. He added that some of the other columnal
statues in the temple (Plates28a and 28c ) symbo=-
lize some of the major Yoruba deities while the
others represent some $angé cult members. The
spotty painting on the statues which is characteris-
tic of small-pox symbol is, according to Chief Akird,
reminiscent of the affinity between $Sangé and Son-
ponnd. The two of them were said to be brothers, born
of_the same parents, and that $§np§nni was the
youngere This belief is so strong that the worshippers
of $angdé count themselves immune from molestation by
§§np§nn§, and vice versas

The belief about the common origin of $onponna
and Sangd is somehow confirmed by some of their
individual appelations and praise-songs. For instance,

Sonpdnna is described as "Baba mi, Gambarl,  omo kd
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gb'éde ("My father, Gambari, who hails from those
who do not understand Yoruba; or, "Gambari, Uku-Ukuy,
Ard Alausa, Ara Tapa" ("Gambari, Gkh-ﬁkh, indigene
of Hausaland, indigene of Nupeland"). $onpdonnd is
also connected with Islam somehowo He is called

On'mole, Oba ni MJsdldsf, Al&gbddd ("The Muslim,

King of the mosque, one who wears the voluminous
2
garment“).'

Sangé is also sometimes described as A kéwl-

gb'erd, Akéwi-gb'esin, A s'allwald nibi ofa gbé
nrojo ("One so versed in Arabic reading as to win
slaves and horses, One who performs oblutions under
a rain of arrows'"). These appelations and praise-
songs seem to relate the two deities to the North
of Yorubaland and Islam.

As in the case of almost all traditional Yoruba
eqpestrian statues, for example, Plates 1} and 28a ,
the horse in the SOnpbnnd symbol is extremely small
in proportion to the rider. But the carver of the
Sonponna symbol has succeeded in creating an impre-
ssion of latent motion by inclining the ridero

The composite figure that contains the second symbol
of the god (Plates 14a & b), 1.2 metres high, was

carved in 1936; but nobody now remembers . the
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carveres It was commissioned by Oba Oyedokun Latdna
II, the Atééﬁa, when, as already indicated, he was
advised to resuscitate the worship of Sonpdonnd in
order to avert the destruction of his subjects by
small-poxe The carving consists of eleven figures
carved out of a single block of wood but arranged
in two tierse The lower tier is made up of four
figures symbolizing four other deities (Qbatala,
Sangd, 0gln and Erinlé); while the upper tier con=
sists of the principal figure, "Qbalﬁayé“, and six
attendants. The variation in the symbol of ‘Obaldayé
and those of the other deities particularly in their
arrangement into upper and lower tier, is not hierar—
chicale The figure symbolizing Oballayé is however
made biggest probably because the whole composite
carving was commissioned and produced in his honour.

In this sculptural composition, Sonponna
(obaldayé) is symbolized both as a king and as a
dynamic Islamic dignitary with the characteristic
flowing garment, short but thick.turban, royal beads,
rosary and well=trimmed bearde.

This composite carving resembles a typical Epa
mask of the North-east Yoruba without the mask basee.

Epa masks usually congist of two parts: the mask
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proper and a superstructure. The superstructure
usually contains many figures, but both helmet part
and superstructure are invariably carved out of one
block of woode The highly stylized forms of Epa
masks contrast with the more naturalistic treatment
of the superstructure.(Plates 33 & 34).

All the figures in éhe composition are rendered
with stylized naturalism. They are all dwarfishe
The principal figure has three horizontal face mar-
kings on each cheek, three short vertical ones on
the forehead and a long one placed diagonally between
the left cheek and the nose and mouth. The facial
features of all the figures are stereotypical, The
nose and the mouth are typically negroid, being
thick and wides The eye takes either of two forms:
elipse or semi=-circle, and is painted white with a
black ‘spot, representing the iris and pupil, in the
middles The ears are placed far back on each side
of the heade

The rendering of the attendants on the top tier
is also stereotypical. Apart from the facial fea-

tures, their caps and dresses are uniform. The only

exception is the only female figure in ordinary
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wrapper and plaited haire. The six attendants are
symmerically grouped on both sides of the principal
figure, and the ones at the extreme right and left
are blowing heraldic trumpets. The dresses of the
figures in the lower tier are slightly different
from those of the figures in the uﬁper tier: the
former are in trousers while the latter are in shorts.
However, their bodies are all painted red and their
dresses black and white, except for one of the four
figures in the lower tier (Plate 14b), which repre-
sents Obatdla and is thus painted in the symbolic
white of the deity, with a touch of red for the eyes
and black for the beard. Only the Obatald symbol
breaks the frontality rendering of the whole carving
by facing backwards.

The iconography of the composite carving reflects
the social, political and religious life in Ogogbo by
1936 when it was‘produced. As I said in Chapter two
of this dissertation, Islamic religion had taken root
in Osogbo by 1936. Also, colonial administration had
established courts of justice and maintained a Police
Forcee The Police Force was categorized into two,
namely, Nigeria Pclice and Local Authority Police.

Traditional rulers in Yorubaland then had a number
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of palace attendants and messengers called "Akoda"
whose official uniform was similar to that used by"
the Local Authority policemen (Plate 32a). This
uniform corresponds with the one depicted on the
attendants of Scnponna in the composite carvinge

It is worthy of note, too, that Oba Oyedokun
Latona II, the Atddja who commissioned the carving,
was a Muslim before his ascension to the throne
(although his position automatically made him a
member of all religious groups in his domain). Be-
sides, his lineage face markings are identical to
the ones on the face of the principal figure (symbo=-
lizing Sonponnd) in the composite carving.

This observation about the corresponding socio=-
political and religious background and face markings
corrobomates the views expressed by scholars against
the usual practice of the Yoruba in associating
their images with their deities. For instance,
Frobenius says:

We shall learn further on that the
figures and other fragments and
symbols are never actual representa-
tions of the gods, but rather of
priests and others engaged in sacri=-
ficial or other ceremonials in honour
of some particular deityoc e o ¢ In

most cases the native 1is quite wrong
in claiming a particular image as
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being that of a particular deity.13
and, according to Adepegba,
o o o A pointer to the fact that
most of the images do not represent
the gods is the fact that the Yoruba
face markings which are seen displayed
by the images are according to families
or lineages. Therefore, unless the
gods are thought of as being members
of the different families of worshippers,

the artists did not have the image of
any gods in mind.14

Therefore, the conception of $onponna as an
Islamic dignitary and king with specific face markings
by the carver of the composite figure was most probably
influenced by the personality of Qba Litona II who
commissioned the carvinge. The uniform on the atten-
dants in the carving is also reminiscent of the uni-
form used by the Akdda' (palace attendants) and Local
Authority policemen of the time. All told, the symbols
of $Onponna and those of the four other gods in the
coﬁposite carving, are representations of persons but
not actually of éhe godse

It is also noteworthy that the practice whereby
two different images (one, an equestrian statue and
the other, representing an Islamic dignitary and king)

are used to represent a deity is another convincing
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evidence that Yoruba images do not represent the
gods in person; rather, they are made-up symbols
intended to create religious atmosphere and serve
as convenient means of concentrating attention during
worshipe
Orlsa-nla

Orisa=-nla is believed to be the senior and
head of all the drisa of the Yoruba. He is also
called Obatdla. He is credited to be the god of
creation who assists the supreme God in all matters
connected with the shaping and moulding of the physi-
cal appearance of human beings. He does this out
of clay and presents the moulded forms to Olodumare
(the Supreme God) to blow the breath of life into

15 Thus, Obitala has been given the prerogative

theme.
to create as he chooses, sO that he makes men of
shapely or deformed features. Any physical malfor-
mation is seen as a punishment or evidence of wrath
from Obatalde. For instance, the hunch back, the lame
and the albinos are regarded as special creatures
(Eni-Orisa) principally because of their deformity.
This belief is not conceived as historical for
the Yoruba say that Obatala still creates every child

in the wombe So, in oxder toc secure the favour of



97

Obatald, the traditional Yoruba sing:

Eni $'0jd se'mu;
Orisa ni ma sin.
A dé'ni b'¢ ti ri;
Orisa ni ma sin.
Eni ran mi wd;
Orisa ni ma sine

He who makes the eyes, and the nose;
It is Orisa that I will serve,

He who creates as he chooses;

It is Orisa that I will serve.
"He who sends me here;

It is Orisa that I will serve.

It is also believed that when Orisa-nla was
coming down to the world, Olodumare invested him
with some of His divine attributes in order to fit
him for the delicate work of creation. This explains
why br1§5-n15 represents to the Yoruba the idea of
ritual and ethical purity and therefore the demands
and sanctions of high moralitye.

Immaculate whiteness is associated with this
Yofuba creator-god because the colour symbolizes
"holiness" and pﬁrity, as well as -galm, quiet con-
templationes He is often pictured as clothed in white
and bedecked with white ornaments (Plates 15, 31and
32a & b). Votaries of this deity have a number of

taboos such as that which:forbids them to take palm

.
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wine. They must eat only white food (without palm
0il) on certain days and appear in white robes if
not alwaysy at least during the period of the festi-
val in honour of their god, Qbatala‘'s normal sacri-
ficial meal is the bloodless snail cooked in shea-
buttere.

The water in Obatdla's shrine is changed daily
with the cleanest and clearest water drawn very early
in the morning from a spring. Worshippers of Qbatdla
are enjoined to be upright and true: they must be
clear in their hearts and behaviour "so that their
lives would be as clear and pure like water drawn
early in the morning = when not disturbed" (ki aye

won ki & le tord bi omi ti a f£'owird pon).

Other praise-songs of Obatala include the
followings:

Orisa Olufgn,

Alase, Alase ola,

Al&mo ti nmo ori,

Alagbedg orun, ab'qwlfi i ku bi ojo,
Alagbéde orun,

Bee, iwo 1l'C nwo omo ti o ntun omo roj;
Ire ni o ro fdn mi o.

Irékd ni baba igi

Aweré ni bapa O

0l¢mo sikatd ni baba agbado; _

Orisa 01uf6n, iwo ni baba ala§q funfun,
Oko abuké, Qko ari oko arard b'ori p§t§
'Lere Ajobo, ikd ti gbogbo wa jo nbo.
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Aso ald 1'G gbd ti mo nrd tobi,
A§o ala 1'¢ gbd, ki n ma wd on1§é
Akintondé, bi onide ntad ni egbéje,
Owo t'emi ko si nibe

Egbérindinldgin ni n o r'djé,

Ibi dandan-ndan ni ki o maa b& onide.

'fun 19.

Orisa olufgn

Conjurer, Conjurer of riches

The moulder who moulds the head,

The blacksmith of heaven, whose bellows
sounds like thunder

The blacksmith of heaven,

Thus it is you who takes care of the
child and remoulds the childe.

Mould goodness for me.

Irékd (tree) is the father of all treese.

Awére is the father of all monkeys/apes,

Olomo sikatd (maize with scattered grains)
is the father of all maizes,

Orisa~0Olufgn, you are the father of all
weavers of white cloths

Lere Ajobo, death that we all worship.

It is the white clothe that is old that
makes me tie an apron to the loin,
It is the white clothe that is old which

has made me to look for oni fun.
Akintonde, if the brass owner fs selling
it for three and half kobo
My own money is not theree.
I will buy lead for eight kobo
At all cost evil shall befall the brass-
owner,
This deity is known by different names in diffe-
rent parts of Yorubalande The mode of worship also
vary in all the places where the deity is religiously

worshipped. For example, it is known as Orisa Oglydn

at Bjigbo; Orisa'kire at Ikire; Orlsa alaso funfun
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at Iragbiji; Orisa-Olufgn at Ifon; and Obatdla in
very many places. However, it is significant to
note that all the statues symbolizing Obatala are
painted white throughout Yorubaland. This is evi=-
denced not only in the two images of Obatdld in tne
Osogbo group of images (Plate 14b and 15) but also in
the columnal group of images at Akuru quarters in
Ibadan (Plates 28a & b). Indeed, worshippers of
Obatala have equally been so consistent in their
wearing of white dresses and ornaments, especially
during the worship of the deity (Plates 31 and3leib),
that the traditional Yoruba do not hesitate to asso=-
ciate any sacred material or object in white to
Qbétélé. This phenomenon may provide an exception
to Caroll's assertion that the Yoruba name some
images specifically after some of their traditional
godse According to him:

The people do sometimes identify a

carving as Sango, Obatala, Oduduwa,

etc., but there is usually nothing in

tpe cggving to support the identifica-

tione

This consistency in colour association also

contradicts his view that "Esu is the only orisa

with a distinctive character whom I find actually
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portrayed',. While there is consistency in the
(white) colour used to paint Obatala symbols, Esu
has been variously portrayed in sculptural formse.
He is sometimes portrayed riding a horse with his
pipe and pigtail and his club for making trouble;18
as a Janus=headed god;19 or with a kind of crest or

head-=dress protruding from the back of the head.20

The statue in Plates 21a & b symbolizes Ogin,
the Yoruba god of iron and steel and therefore all
things made from them. He is acknowledged as the
deity of war and warriors, of hunters, smiths and
mechanics, all engine drivers and machine menders;
and of course, all who deal in anything made of iron
and steels

Because the impact of bgﬁn is felt almost every-
where, he is regarded as a presiding deity over oaths
and covenant-making or the cementing of pacts. In
our courts of justice people who are neither chris-
tians or Moslems take their oaths to "speak the truth
and nothing but the truth" by kissing a piece of irone.
The pact or covenant made before Ogin is considered

most bindinge. Anyone who swears falsely by bgﬁn, or

.



102

breaks an oath or covenant made before 6gﬁn, incurs
his severe judgement: death, mutilation or defor-
mity through gun-shot, matchet-cut or an engine or
machine accident.

Al though 5an is more commonly associated with
Ire and Shaki, he is known and worshipped all over
Ydrubaland. However, his cult exists more prominently
in Ir&, Ondo, Ilesa and Oka=-AkékS. “His sacrificial
meals vary according to localities as suggested in
this ballad:

Ogun meJe P §. Ogun mi
Ogun Alara ni'gba ajaj;
Ogin On' Ire a gb'agbo
Ogdn Ikola a gba'gbin,

'Elgmqna a je gsun isu
Ogln gbénagbéna eran ahun ni'je;
Ogtin Makindé'ni Ogln l'ehin odi -
Bi on ko ba gba Tdpa, a gb'Aboki,
A gba Uku-tku, a gba Kemberi.

There are seven Ogun who belong to me,

Ogin of Alara takes dog;

Ogln of Ire habitually takes ram

Ogin of surgery habitually takes
snail;

That of Elemona takes roasted yam;

That of artisans takes the flesh of
tortoise while

Oglin of Makinde which is outside the
city-wall, where takes foreign enemieso

The emblems of bg&n are various. They may be
metal=-scraps, wrought or graven; or a plant called

dracaena fragrans (peregin); a rock or a piece of
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rock; or an anthropemecphic carving with a cutlass
and shields The Ogun shrine at Osogbo has a fence
of mud-wall enclosing p&ré&gin plants which dominates
about half of the enclosed space. The god is also
accorded an anthropomorphic representation in the
Osogbo group of images under discussion (Plates 21la
& b)e The coiffeur on the head of the statue is one
of the most exciting of the images involved in the
festival of images at Osogbo.

Generally, projections bursting from the heads
of most of the images vary in form, ranging from
long-tail coiffeurs (Plates 2la & b) to special agdgo
hair style (Plate 23), peaked hats and caps (Plates
11, 15, 16, 17 and 27) and felt-caps (Plates 13, 18,
20 and 24). The agogo hair style is usually plaited
by $angé and Qsun priests ahd priestesses. Peaked-
caps and felt-caps are commonly used around Osogbo
so‘the carver might have been influenced by environ-
mental factorse. .Long-tail coiffeurs are however
not commone In Osogbo, long-tail caps, like the one
depicted in Plates 2la & b and 25 are won mainly on
ceremonial occasions by Ogun priests, especially

the Head of the hunters (016-gd$) of the towne.
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Both visibly and metapnorically, the long-
tail coiffeurs really suggest ""command', because
it iS believed that potent medicines that enable
things to happen, oéghn-é;g, are embedded in them.

As already indicated, the image with long-tail
coiffeurs in Yoruba art is particularly prevalent
in Bsu imagery. This is probably because Esu, as
the messenger god, personifies action, generative
power, and command = the age that animates the
Yoruba WOrld.21 However, the symbolic coiffeur
associated with Esu should not be lumped together
in termsof content-association with all other pro-
jections from heads of Yoruba images as Drewal has
done when he says,

All head-projections in the form of
long-tail coiffeurs or peaked caps,
blades, or phalluses « o o evoke

the union and passage between this
world and the realm of divine forces.

Not all projections from the heads of Yoruba
images are symboiic of Aase . For instance, the
type of peaked caps aﬁd felt-caps depicted on the
heads of some of the Osogbo group of images (Plates 11,13,
15, 16, 20 & 24 ) are not traditionally believed

to be embedded with medicinese.
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Qsun

Osun is a river goddesso It is also widely .
worshipped in Yorubaland. The source of Osun river
is in Igédeé-Ekiti but its most important shrine
is in Osogboo

According to Bascom's account of a related
legend, Osun was a tall, light-complexioned and
gorgeous woman with beautiful breasts and admirable
hair. Conscious of her beauty, Osun would bathe
several times a day and adorn herself with brass
bracelets reaching from her wrist to the elbow.
She was said to have turned herself into a river
because the other gods kept fighting over her after
the death of Sangd (Qsun was a favourite wife of
$ango, the Yoruba god of thunder).23 The special
relationship that exists between the town of Osogbo
and the origa Osun lies in the myth that it was by
her injunction ;hat the town was founded on its prew-
sent site (see chapter 2).

Like most Yoruba Orisa, Osun is credited with

the power to give children to barren women, cure

diseases and fulfil all wishes.

In the town, there are two principal shrines
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dedicated to her worshipe. The main shrine is inside
the grove near the banks of the river named after her.
This is the place where sacrifices are annually offered
to Osun. The second shrine, the Osun Temple, is in the
palace of the At5§ﬁa. It is here that the sacred brass
images and bracelets,.gggg 9§un, are kept. _They are
usually brought out from the inner to the outer chamber
of the temple and laid-inwstate for people to see during
the annual Osun festival.

The carving that symbolizes 9§un among the wooden
group of images involved in the Osogbo festival of ima-
ges (Plates 16ay, b & c) is 1.25 metres tall. It mani-
fests the carver's intuitive alteration of natural forms
to suit the peoples' conception of the attributes of the
goddess, Osun is believed to have supernatural power'
of sight to see everything within and beyond her terri-
tory, so she could easily forestall any invasion of the
town. She is also believed to be capable of hearing
everything =~ petition or propitiation. Hence, the
artist has made the eyes of the image: so large as to
occupy about half of the whole face, leaving no room
for the nose; while each of the ears occupies the whole
side of the head and even projects down to the shoulder.

The abnormally large eyes and ears are balanced at
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the lower part of the carving by the Janus-faced
pedestal on which it standse.
Osun=1Ijumd

ijﬁmﬁ is a Yagba Yoruba town with which Osun is
associatede Osun-Ijumi (Plate 17) symbolizes the
deity of one of the tributaries to river Osun, hence
it is regarded as Osun's messenger. Here, as in
the case of Qsun goddess symbol, the carver intuiti-
vely combines semi-abstract forms with natural ones
to produce a conceptual reality of a spirit. The
statue looks like siamese twins with one torso but
two cyclopean heads. The fused torso backs what
looks like: a baby-monkey and the whole figure (.75
metres tall) stands on a Janus=faced pedestal.
Qsun-Ipondd

qun-1p§ndé (Plate 18)lsymbolizes the goddess
of river Iponda, also one of the tributaries to
riQer Osun and therefore one of her subordinatese.
River Iponda flon into Osun ét a point about thirty
kilometres from Ogsogbo = around the original Ijesga
homestead of the people of Osogbo. The statue, .7
metres tall, manifests all the external femine
features but has a peaked-cap on. Peaked-caps are

traditionally worn by ‘men.
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QkoOko (Plate 19), o7 metres tall, represents
the goddess of a river that bears the same namee.
The river flows right through the north-eastern part
of Osogbo township into river Osun. The goddess
is regarded as one of the numerous assistants of
Osun. The statue is depicted backing a baby but
wearing a men's hat and holding what looks like a
walking stick or a staff of office in one hand and

a cult object in the other hande

Ogbadgbad

The carving in Plate 20 symbolizes Qgbaagbaa,
the goddess of a small river that flows into river
Osun at a place about four kilometres to Ogogboe
This tributary itself is named Qgbadgbaa. The statue
«75 metres tall, has almost everything to suggest the
gender of the deity emxcept that the felt-cap depicted
on.its head is usually worn by mene.

2. Qsogbo imageé that represent the priesthood
and worshippers

I1yd-013do
iy5-016d6 is another name for Iyé—9§un, that
is, the chief priestess of Osun cult In O§ogboo

The statue in Plate 22 (.4 metres tall) represents
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a typical Iyé—Q§un. Because Osun is the fore-
most traditional deity in Ogogbo, the cult of Osun
is practically synonymous to the central cult of
community religious observances and Iyé-9§un is
automatically the highest priestly authority of all
orisa worship in the town.

The Iyd-0lodd must be an elderly woman who has
passed the age of child=bearing. The incumbent is
succeeded on her death by someone else from the
royal family. The choice is made through divination.
The present Iya-014dd is Madam Oyaw&dye Asand€ (Plate
3)o

Once a person is made Iyd-018do, she must pack
her movable property into the Osun temple, situated
in the Ataddja's palace. She then resides in the
temple for the rest of her life together with some
of the members of the cult of Qsun and central cult
of‘the community's religious observances. Her main
function is to oversee, on behalf of the Atédja,
the general management of the cult objects in the
Osun temple and the house of the images, the
central shrine that houses the images involved in
the festival under study. For instance, at the

Osun temple, the "Iyd-<016do" and the Aword (Chief
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priest) make offerings to the goddess of Osun
o special days called ésé—ggun, "Osun weekly
rituals", performed at intervals of four days,
which make a traditional Yoruba weeko

In the statue of Iya-014dd, the head is cons—
picuously exaggerated, being about a third of the
whole bodye However, the features of the face are
apout normal; and the statue is usually bedecked
with colourful beads and gorgeous head-tie and
wrapper,

The statue in Plate 25 (.75 metres tall)
represents Aword, that is, the Chief Priest of the
central cult of Osogbo.

The Aworo must be a man who has stopped fathe-
ring children. He 1s usually appointed by the
Atddja. His function complements that of Iya-Osun
as-regards the custody and general administration
of all the cult objects and rituals in Qsun shrine
and the house of the images. Specifically, the
Awdrd supervises the preparation of all sacrificial
offerings meant to be administered by the central
cult of community religious observances and leads

the procession of images during the festival of
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images. The present Aword is Chief Folorunso
Babalola (Plate 4).

The Aworo statue is depicted carrying cult
objects in his hande The features of the face are
rendered in low-relief and virtually eclipsed by
the spotty painting that characterizes all but one
of the images involved in the festival of images
at O§ogbo. Although shorter, the long-tail coiffeur
on its head resembles the one on the head of the

Ogln statue (Plate 21b).

-

Iyd-Ay&

Iya-Ayé ("Mother of the world") (Plate 23), o8
metres tall, symbolizes all elderly women especially
those who are believed to possess supper-=natural
powers that enable them to operate in the physical
and spiritual realms. In O?ogbo, such women are
said to belong to the Ogbdni society. The Ogboni
soéiety is one of the oldest cult groups in Yoruba-
lande It is an éwe—inspiring society, popularly
known as a secret society because of its passwords
and secret rituals. Members of the Ogbdni society
in any Yoruba town or village are mostly the elders
who are renowned for their wisdom and their mystical

and political prowesse.’ The members are prominently
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men, women members are comparatively few in number;
but they are all held in the highest esteem.24

The image of a woman as "Mother and child" is
a fundamental motif in Yoruba arte It evokes the
rich and contented state of a mother which any
Yoruba woman wishes to attaine. No worship is also
complete without the Yéruba soliciting for children
or long life. The iconography of Iyd=Ayé without a
child, either in her hands or on her back or around
her, is therefore unimaginable.o
ixé;§én96

Iyd-sangd (Plate 27), <5 metres tall, depicts
a $angd priestess carrying a baby on the back and
standing on a make-~belief head-mask pedestal which
looks like an inverted pot with the features of the
face drawn boldly with paints. The pedestal, as
well as others like it in the Osogbo group of images
(Piates 17, 20, 23, 26 & 27),has no underneath hollow
through which it.could be worn like Epa masks.

sangd is the Yoruba god of thunder, According

to Rev. Johnson in his book, The History of the

Yorubas, Sangé was the fourth Aldafin of Oyo. He
was powerful, temperamental and eager to fighte He

is said to be a tyrannical king who ruled his people
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with iron hand. He was so oppressive that two
of his lieutenants hatched a rebellion against him.
However, Sango got to know of this and consequently
set one against the other. The more powerful defea-
ted the other and, after realizing $angé's plot,
led his contingent against $angd. Eventually $angé
committed suicide by hanging himself on a treeo25

The few supporters of $angd became objects of
derison among the people. They there-upon sought for
and got the medicine that could bring down lightning
and thunder (symbolizing S3ngd's wrath) on their
opponentse With this they harrassed and tormented
their opponents into reversing their slogan from
“"The king hanged himself" (Qba so) to "The King did
not hang himself." (Qba kO 50)e.

Since the perioa Sango's wrath was .symboli-
cally brought to bear on his detractors after his
death, the worship of $angdé has become an annual
event by his adherents. Shrines dedicated to him
are more prominently located at Qyo, Ede and Ibadane

Most worshippers of $angdé male and female, have
$angd shrines in their individual houses (Plates

28a & c; 30 Je At the shrine of the most senior
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member of the cult there are of ten heavy wooden
bowls covered with large lids, The content of the
bowls invariably include stone axes called "thunder—
bolts." The carved bowl, and sometimes the group of
images, in the Sango shrine usually have white spotty
painting on them - signifying, most probably, the
relationship between $angé and SOnpdnna.

The adherents of $angd often wear beads of red
and white (Eéig) round their necks. Their hair-do
is unique: it is in the form of an inverted semi-
circle with fine finishingse. This hair-do is called
‘Agdgo « It is an identification trait of both male
and female $angd worshippers as evidenced on the
head of the Iya-Sangd statue.

The Iyd-Sangd depicted in the Osogbo group of
images (Plate 27) is comparable to a §3ng6 priestess
(Plates 29a & b) dancing during the 1991 annual
$éngé festival at Agbowo, Ibadan. However, the car—
ving carries a ehild while the dancing priestess
does noto

As already said, the image of a woman carrying
a child either in her hands or on her back or having
children around her (Plates 23 & 3&c) is a fundamental

motif in many Yoruba art forms and in many spheres
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of Yoruba life. The Yoruba have always been
preoccupied with the problems of fertility. Every
worship, no matter of which the deity, is incomplete
without solicitations for children or for their long
life; it could also be for land fertility or better
crop yields The iconography of Iyd-Sangd, Iya-Ayé
(Plate 23) and Yemoja (Plates 35 and 36c) as "Mother

and Child" in this respect is therefore understandable.

~

yan

AYén (Plate 24) symbolizes the cult-drummer.

>

The image is a generic symbol for the group of cult
drummers as if representing those who supply ritual
and secular music for Osogboe. The word Axég is an
appelation for anybody who comes from a family of
traditional drummers in any part of Yorubalande.
Indeed, Ayan usually prefixes the name of such a
persone For instance, the names Ryénygmi (Drumming
pays and fits me), Ayanwdlé (The Drummer reincarnates
and comes back héme) and kyéngadé (The Drummer is
enthroned) suggest the traditional family background

of the bearerso
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GENERAL OBSERVATION

The composite figure (Plates 14a & b), as already
said, was carved in 1936 but nobody knows when the
single free-standing onss were carved. Although nobody
now remembers who carved the images, it is easy to see
that they came from two different workshops. All the
free-standing ones were apparently produced by the same
artist, because of the similarity of the style, while
the composite.carving was made by another artist.

As I have said at the beginning of this chapter,
both the free-standing statues and the composite one
are made after the human figure, but the forms are
somehow stylized and transposed with the natural pro-
portions altered to suit the carver's artistic inten-
tions. As in most of other African sculptural forms,
spectators find in each of the Ogogbo images an over-
large head and a trunk too long for the legs. Each of
the carvings, except the only equestrian statue, repre-
sents either male or female human figure set in a pose
of alertness or attentiveness. The carver has made no
attempt to portray emotions of fear, anger, or joys
rather, most of the images assume the semi-divine

of dynamic relaxation: a perfect state of mind where
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intense concentration seems to reside.

Although the images are each named after a deity
or cult-official, no attempt has been made to represent
individual personalities. The free-standing images are
provided with pedestals, which vary in thickness and
form (Plate 26), Some of the pedestals look like in-
verted pots comparable to Epa helmet masks with human
head features boldly indicated on them. These are
however make-belief masks because they have no hollow
beneath them as in Epa maskse.

The most dramatic features in the Osogbo images
is the projections bursting from their heads. The
projections vary in form, ranging from long-tail coi-
ffeurs (Plates 2la & b and 25) to peaked caps and hats
(Plates 11c, 15, 16 & 17), felt-caps (Plates 13, 18,

20 & 24) and special hair-style (Plate 23).

~The treatment of the facial features of the Osogbo
group of images vary. In some cases the eyes, nose,
mouth and ear are rendered in low relief on the face
and completely or partially covered with white spots
(symbolizing small-pox) on brownish-red background
(Plates 11 & 25). In some cases the eyes are prominent

and bulging as if they are being pushed out by some
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pressure from within (Plates 16a & b and 22). On
many of the images, however, the facial features are
highlighted with paints. The eyes are indicated with
small black spots (representing the iris and pupils)
in the centre of a big circular spot painted white, or
vice versa (Plates 13, 17, 19 & 26).

The nose is completely covered with paints on most
of the images. The mouth is equally eclipsed by paints
on some of them., Where the mouth can be seen, it is
generally indicated as two parallel bars (Plates 16a &
b, 26 and 27). The ears are generally depicted by some
stylized semi-circular shapes set far back on the sides
of the head. Whereas the ears are not indicated on
the image representing 9§un-ijhm6 (Plate 17), they are
uniquely treated on the symbol of Qsun (Plates 16a, b
&€

.Indeed, the treatment of the eyes, mouth and
ears on the image.symbolizing Qsun deserveSspecial
mention. Each eye is boldly painted out in two circles,
one inside the other. The two eyes occupy about half
of the whole face and the mouth is indicated boldly
as two parallel bars, leaving no room for the nose
between the mouth and the eyes. Each of the ears is

suggested with a bat-like structure that occupies the
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whole side of the head and reaches down the shoulder.
I was told that the special treatment of the features
reflects the people's conception of the attributes of
the goddess Osun: she is believed to possess the power
to see and hear everything as indicated on page 100.

The treatment of the facial features in the compo-
site figure is slightly different from that-of the
free-standing figures. The rendering of the eye, nose
and mouth on all the eleven figures is stereotypical
and naturalistic. However, the eye takes the form of
a semi-circle with a black spot in the centre represen-
ting the iris and pupil.

It is noteworthy that colour plays a very import-
ant role in the Osogbo group of images. The images are
usually "bathed" and repainted every year by the cult
members shortly before the festival as indicated in
Chapter 3. The spotty and linear motifs are invariably
employed but the rgndering of these on the images is
slightly modified from year to year. Plate 16b mani-
fests the Qsun symbol as it was painted and used in the
1990 procession of images, while Plate 16a is the
same image as it was rendered and used for the 1991

festival. The way the eyes are exaggerated with paint
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in Plate 16a conveys at once, and emphatically, the
"all-seeing" attribute of the goddess Qsun, which the
exaggerated eyes suggest. This impression is comple-
mented by the two parallel bars of paint used to suggest
the mouth, and balanced by the boldly-painted part of
human facial features on the pedestal below.

Unlike most of the other African sculptures where
the application of paint is opticnal to the understanding
of their contents, painting helps in the Osogbo images to
further define the sculptural forms. In most cases
painting even disregards the underlying sculptural de-
tails in order to help the beholder identify what the
images represent. For instance, the application of
spotty painting on all the free-standing images is
very instructive on the purpose of the festival. This
impression is more overwhelming in the case of Nana-
Buku, "Sonponna's wife" (Plate 11c) and Awdrd (Plate
25) statues where every part of the figure, except the
coiffeur and the lower limbs, is covered with the
spotty painting. The spotty painting is symbolic of
small-pox, and therefore the problem that the festival
of images at Ogsogbo is out to avert.

Moreover, the painter apparently uses the small-
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pox motif with a creative love of decoration to satisfy
his aesthetic sense by applying the spotty painting,
which designates the problem, in a rhythmically appea-
ling way. One would naturally feel that the visual
symbol of such an awfully dreaded Yoruba god as Sonponna
should have a stark, awe-inppiring shape and repulsive
features devoid of any embellishment. On the contrary,
we find that the sizes of the spots are regular, their
arrangement is rhythmical, and their transposition with
lines is seemingly calculated. All these might have
been done for no other reason than to give the images
an attractive and pleasing appearance - possibly to
attract many members of the community to the rituals.

The decorative rendering of the painting therefore
connotes an euphemistic visual expression of the viru-
lent scourge of small-pox. There is also a psycho-

analytic interpretation of this euphemism. The Yoruba

say Ohun ti o bd k.orja’ ekln, erin ni a fi rin, that is,
"any unpleasant experience that is beyond shedding of
tears should be laughed off" - obviously to neutralise
or reduce its ,psychologically painful and dreadful
effect of such a thing in one's mind.

Fears usually arouse two types of reaction in
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human beings: flight (or evasion) and fight (struggle).
In the case of a neurotic who chooses flight, this
choice may end in panic or the collapse of the will
to live. The painter of the Osogbo images chose to
fight; and the attractive portrayal of the spotty small-
pox motif on the images is evidently the painter's
device to dominate the fear of small-pox, on behalf of
the community, unloading it in the style the images

are painted.
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CHAPTER 4
FESTIVALS INVOLVING MANY IMAGES IN
OTHER YORUBA TOWNS

Festival of images is a very prominent aspect of
traditional Yoruba religion hence it is observed in
notable Yoruba towns and villages such as Ile-Ife,
Ibadan, Qyo, Osogbo, Ilobu, Qw@ and Ila-Oranguin. At
this juncture, it is pertinent to examine the form and
content of the festivals in other Yoruba towns and
compare them with that of Osogbo with possible histo-
rical and other significances

The festival of Erinle and the sacred wood-carvings
at Ilobu

Ilobu town is about twelve kilometres west of
Osogboe In Ilobu are found all the §£i$§ to be expec-
ted in a Yoruba town. There is Sangd, the god of
thunder. There are $Sango's wives,Oya and Osun, both
river goddesses. ‘There are Qbatala, the "creator god"
and Ogun, the god of iron. Erinlg, a deified hunter,
is the community deity; and there are Esu, the messen-
ger god and Ibejl, the spirits of twin-birth. There
are also Egdhgﬁn masqueraders associated with ancestors;

and of course, Orunmila, the oracular deity. However,
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the most important orisa in Ilobu is Erinlé and it is
only his worship that involves a procession of images.

The myth associated with Erinl¢ says that he
was a powerful hunter who led the people of Ilobu to
the present site of the towne According to oral tradi-
tion, the people of Ilobu first lived in a place called
lregba. There, however, the land was not fertile.
BErinle, who was then hunting elephants in Iregba area,
conducted Largsin, the first Olobu (the title of the
traditional ruler of Ilobu), and his people to the present
site of the towne. He stayed with the people of Ilobu
for many years, performing many brave deeds in times
of ware The imagination of the people now associatgs
his name with all the great wars they can remember in
their history, including the halting of the Fulani
advance outside Ilobue It was due tc Erinle, they hold,
that Ilobu was never conquerede

| According to the local tradition, after Erinle

had stayed long eﬁough for the original Ilcbu people
tc establish themselves, he turned into a river which
is named after hime He was then deified and has since
then been worshipped annually. His river is just at

the main entrance of the town from Osogbo. The spot
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where he turned into a river, named 0jUtu is the
river-shrine where the Ilcbu people gather to wor-
ship the deity every year.

Brinle festival usually takes place in October.
As in the case of most other Yoruba festivals, the
actual date of the annual Erinle festival is fixed
by the traditional ruler of the town in consultation
with OrGnmil3, the Yoruba god of divination. The date
fixed for the festival is conveyed to the public through
mass media. In the olden days the town-crier used to
make the announcemente.

The festival lastsseven days and is marked by
singing, especially singing of the praise-songs (orikil)
of Erinle, dancing and feasting. On the third day of
the festival, a visit is made to the river-shrine by
the chief priest of Erinle, the Olobu and his chiefs,
and‘as many of the entire people of the town as are
able to attend. Sgﬁngﬁn masquerades, especially
the hunters' masquerade (LAydwl), usually comes out
that day and accompanies the crowd to the river shrine.
Traditional rulers and chiefs from neighbouring towns
and villages also join in the worship at the river

shrinee
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Kolanuts and prayers are offered by the chief
priest of Erinle at the river bank. This is followed
by the sacrifice of a ram to Brinle. This ram is
simply taken to the middle of the river and sunk theree.
Immediately this is done, the Olcbu leads a dance
round a group of trees at the bank of the river. He
is accompanied by the chief priest and members of the
cult of Erinle. They all dance round seven timese.

Thereaf ter, the whole congregation leaves the
river for the town amidst traditional music, with women
chanting the praises of the deitye.

According to Beler's account, the festival used
to be rounded up on the seventh day by a procession of
all the images in Ilobu, first to the market place
before the QOba's palace, then round the whole town.1
A couple of days before the procession, the images =
all wood=carvings = would be washed, painted and dressed
up with head=ties and robes.

All the images in the EBrinle palace-shrine would
also be brought out and assembled with the ones from
the towne. The worshippers would sit around them feas-—
tinge Abundant stable foods and meat used to be pre-

pared in the Olobu's palace for this purpose. After
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their meals, the worshippers would sing and dance
around the images, offering prayers to the various
orisa which the images symbolize. They would also
chant their praises, particularly those of Erinlé, the
chief deity of the towne

Finally, the chief priest of Erinlé would kneel
down before the image that represents Erinle to offer
the thanks of the people of Ilobu for the protection
of the gods. He would cast kolanuts. The worshippers
would resume dancing and dance to the outer chamber
of the palace where the Olobu had been staying with
his chiefs. They would all join in the dance and that
used to mark the end of Erinlé festival for the year.
The worshippers would disperse and the images would be
returned to their respective shrines.

It is note-worthy that the annual Erinle festival
at Ilobu has not changed in form over the years whe;e-
as the procession of images that accompanies it has
undergone some modification in recent years. The
modification began in 1975, when all the images .in
the palace-shrine of Erinle were stolen by some un-=
known intruder. The theft occurred just two weeks

after the Erinl§ festival and none of the stolen.
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images has been recovered till now.

The traumatic effect of the theft of the images
on the Olobu and his chiefs, as well as the Erinle
priest and members of the cult, is better imagined
than described. Qba Asiru Qlatdye Olaniyan, the pre-
sent Olobu of Ilobu, told me on October 29, 1992 that
he was informed by the oracle that the stolen images
are inretrievable and that he was instructed to make
another one to replace at least the Erinle symbol before
the 1976 festival, He carried out this instruction by
commissioning the Erinle symbol in Plate 35 - an eque-
strian figure holding a gun and carrying a child on the
backe.

This new carving, named "Erinlé" is the only image
that is now kept in the palace=-shrine of the deity.

The annual procession and exhibition of all the images
of the town that used to constitute the final ritual
of the annual Erinlé festival as described by Beier in
1957 has been discontinued since 1976.

Nowadays, the symbol of Erinlé is made to "sit-
in-state" in one of the open chambers in the Olobu's
palace on the last day of Erinlé festival. Here,
people are free to look at, but not touch, the image.

Thus, the traditional purpose of the procession is
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partially achieved because quite a large crowd of
People team to the palace at least to cast a glance
at the image as the grand finale of the annual Erinle
festivale.

Although the images from the other shrines in
the town are no more assembled or carried in procession,
the traditional feasting, singing and dancing that
accompany the procession and exhibition of the images
are still observed in the Oba's palace as the Erinl§
symbol sits-in-state on the last day of the festival,
So, people who go to see the statue in the palace on
that day are treated to free food and musice.

The Erinl§ symbol is withdrawn into the palace-
shrine after the last free-for-all dance and meal in
the evening, and this brings the festival to a close
for the yeare.

Oba Asiru Olaniyan, the Olobu, told me that the
reason for discontinuing the exhibition and procession
of the images is mainly to secure the traditional
images that are left in shrines in the town; for,
according to the Olobu, "The eye can covet only what
is exposed to it".

According to the oral tradition I gathered from

Oba Olaniyan about the origin of the festival of images
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at Ilobu, the annual Erinlé festival was not accom-
panied by procession of images initially. Exhibition
and procession of images on the seventh day of the
festival began in the mid-nineteenth century when the
southward advance of the Fulani to the Yoruba country
was halted outside Ogogbo and Ilobu.2 Many refugees
fleeing from Oyo-Il€, Qffa, Erin-Ilé and other war-
torn Yoruba towns settled at Ogogbo and its environs,
that is, Ilobu, Offa~tédd and Erin-Osun. The latter
towns were new settlements established by fugitives
from Offa and Erin-Il€.

The people of Ilobu and the refugees credited the
defeat of the Fulani army outside Ilobu to the tutelage
of the Yoruba traditional deities, especially Erinl%,
the Ilobu community deity. An annual festival of the
gods was thereupon instituted during which the deities
were thanked, propitiated and petitioned. According
to Oba Olaniyan, the festival used to take place a
couple of weeks after the annual Erinlé festival.
However, it was eventually scheduled to form the
final rituals of Erinlé festival in view of the fact
that Erinl® was, and still is, the principal deity

that the festival of the gods was meant to honour.



135

Those final rituals featuring a procession of the
images at Ilobu were observed regularly on the seventh
day of Erinlé festival up till 1975.

The exact age of the Ilobu images is difficult to
determine. However, most of them are of considerable
age because even the oldest members of the compounds
from where the images were brought for the procession
in 1957, according to Beier's account, could not remem-

ber the time when or by whom they were made.3

This
implies that the images must be over sixty years old
by 1957. Many of the images involved in the festival
must have been made and used within and around the
shrines before the latter half of the 19th century
when refugees from the war-affected areas settled in
Ilobu and the adjacent towns. This suggestion is
corroborated by the fact that the worship of Erinle
and some other deities commenced in Ilobu right from
the time Erinle turned into a river in the town. This,
according to oral tradition, was about fifty years
before the reign of Qba Abiodun as the Al&83fin of Oyo.
AL4Afin Abiodun reigned from 1774 to 1789.% There-
fore, some of the Ilobu images might have been made

in the early years of the 18th century.
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It is also possible that the refugees brought
some of the images to Ilobu from their former settle-
ments. However, considerable number of the images
used in procession during the festival of the gods in
the town (which developed into the final rituals of
the annual Erinlé festival) were probably carved in the
latter half of the 19th century when the refugees
settled in Ilobu and its environs. The likelihood of
this last suggestion is strengthened by the fact that
one Maku, a carver of great fame who livedin @rin-g§un,
was said to be responsible for the production of most
of the images in the environment by the end of the 19th
centurys> Erin-Osun is a small town about five kilo-
metres south of Ilobu. %rln-9§un is one of the new
settlements founded by refugees from Erin-llé. Since
Erin-Osun was not in existence before the latter half
of the 19th century, Mdku, the famous carver from Erln-
Osun, might have produced some of the images after the
founding of the town in the late-19th centurye.

Erinlé festival is also observed annually at
Ibadan and bké—@déno Parrinder gives a brief account
of the festival at Ibadan. According to him, there

were two shrines to the deity at Oke-F§k§ quarters:
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one near a brook marked with three trees surrounded
by a low wall; the other was in a chief's compound
where there were many images. During the annual festi-
val of Brinlé, the images used to be carried in proce-
ssion to the trees The festival is still being observed
annually but the procession of images has been discon-
tinued because most of the images have been stolen while
the few remaining are closely guarded in the shrine.6
This Yoruba hunter god, Erinle, is known and
called "Eyinlg" at bké-@dén, a town in Egbado area of
Yorubaland. Robert Thompson witnessed the annual
Byinle festival in the town a couple of times and says
that the festival was not accompanied by any procession
of images as at August, 1964. He adds, however, that
the shrine of the god there was a raised platform set
within one room of a compound "upon which diverse ima=-
ges and ritual paraphernalia rest".7 The most important
items of Erinl% cult paraphernalia at bké~§dén, accord=-
ing to him, include earthenware filled with fluvial water
and smooth black stones from the Erinle river at Ilobu,
a wrought-iron surmounted by the figure of a bird, and
iron=-chain worn round the neck and bracelets of the same

material won on the right wrist by devotees of the god.
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Thompson's observation confirms Johnson's record that
the chain bracelets symbolize the iron or brass bangles
won by the hunters of Yoruba z:mtj.quity.'3 .

There seems to be a strong connection between
devotees of Erinle at lbadan and Oke-Odan and those
at Ilobu. Apart from the water and stones from the
Erinle river at Ilobu which votaries of the god at
Ibadan and Oke=0Odan keep in ritual pots in their shrines,
six of the images in the Erinle shrine at Ilobu are
said to have been carved in Ibadan.’ The images might
have been commissioned by devotees of Erinle who were
resident in Ibadane On the other hand, they might have
been commissioned and presented to the shrine by some
individuals as a mark of appreciation of some of their
blessings which they believed emanated from the deity
- as in the case of an Egbado man who, according to Ade-
pegba, presented an image to Erinle shrine at Ilobu

because of the god's blessing to him.10

The images
carved at Ibadan and the one from Egbado are said to
be among the ones stolen from the Erinle shrine at
Ilobu in '1975.,11 It is most probable that this cate-
gory of the Ilobu images were carved by the end of

the 19th century because they were likely to be among
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the ones brought out for the procession of images at
Ilobu in 1957, the producer and the date of production
of which, according to Beier, not even the oldest per-

son around there then could remember.12

Yemoja festival at Ibadan

Yemoja is a water deitye. In Yoruba myth she was
the ancient mother of all rivers and of all fishes,
Tributes are paid to her whenever any river deity is
worshipped in Yorubalande. This is to acknowledge her
maternal relationship to all rivers.

Most of the adherents of Yemoja are women. This
is understandable because a great pre-occupation of
women in Yorubaland is how to obtain children and Yemoja
is believed to be the Yoruba arch-égiéé}of fertility
"whose breasts", according to Gleason, "reach down to

13

ARer knees". "This explains why the sacred symbol of

Yemoja at Ibadan (where the deity is still being devo-

tedly worshipped) is a composite carving of a seated

woman carrying a child on the back and anot\eq '\ Y“

her hand. 7Two other children kneel around her
(Plates 3fa—&) +"° The female figure is depicted
with three vertical face-markings on each cheek and

it is provided with traditional head-tie of a typical
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Yoruba woman, gélé.

There are two shrines dedicated to Yem@ja at
Ibadan. There is an open-air one around a tree at
the bank of a stream named after the deity. The stream
is behind Lagos by-pass at Oke-Ado/Molete boundary.

The shrine = Yempja temple = is in the traditional
family compound (Igbddu) of the priest. The temple

is linked to the stream-=shrine by a street named after
the deity, égégérYem?jao A priest and a priestess are
in charge. The temple is a room set apart to contain
the symbol and altar of the goddess (Plate 36a). Un-
like a church or mosque, this temple is not large enough
for any but about five persons to enter with the wor-
shippers staying in the ante=thamber.

Yemoja festival at Ibadan falls annually in the
rains. It lasts seventeen days. Twenty-one days before
it is due, the general public is informed about the
festival through announcement and advertisement in the
mass media. The announcement is usually made over the
radio till the eve of the festival. The twenty-one day
period before the festival is devoted to preparations
for the festival. The preparations include the provi-

sion of sacrificial offerings, food-stuffs and building
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of new uniform dresses by the votaries of Yemojae.

On the first day of the festival, the deity is
worshipped at the shrine by the stream-side. The
symbolic carving of Yemoja is not taken to the stream-
shrine. The composite carving is washed and painted
three days before the beginning of the festival and
enthroned in the temple from the first day of the
festival till the seventeenth day, gtddinldgin when
it is carried in procession round the inner core of
Ibadan citye.

During the period that YemQja symbol "sits-in-
state" in the temple, there are lots of praise-singing
of the deity and feasting around the temple as many
people team in to rejoice with the devotees. Some of
the visitors come with offerings of food-stuffs, fowls
and kolanuts and put them in front of the enthroned
Yemoja symbole. Solicitations for children, long life
and prosperity dominate the prayers said in the place.

Also during the seventeen-day period, young women
are seen in procession very early in the morning with
round-bellied water pots balanced on their heads
going from Yemoja temple to the stream-shrine to fetch

water, and back to the temple.
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The &tadinléglin marks the climax of the festi-
val when the final sacrifices for the festival are
made to Yemoja and the carving is carried about a
section of the city in procession. The priest and
the priestess enter the temple early in the morning
on that day while the worshippers and participants sit
or stand in the open space in front of the templee.
There is sacrifice, followed by prayers for provision
of children for the barren and fever-free life and
prosperity for the living children. The congregation
chorus and echo égg ("so be it") to the prayers.

There is a feaste Then in the late afternoon
there is another sacrifice offering and kolanut divi-
nation and, as the words é.jég (positive indication
that the sacrifices have been accepted) are pronounced
from the temple, drum starts.

The procession is about to begin. The votaries
of Yemoja and some of the participants put on the
commemmorative uniform dressessy aso-egbé&, which have
been built specially for the occasion. The carrier of
the symbol is also ready in her best clothes which
have been built specially for the processione. The

carrier, who is chosen through divination from the
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family of the worshippers, must be a woman that has
stopped bearing childrene.

The procession begins amidst vivacious drumming,
singing and dancinge Immediately the carrier comes
into the open with the image, there is a very loud ova-
sion of ixé_é} ("Great Motherl"). Regular sparks of
this acknowledgement punctuate the drum sound and singing
throughout the procession.

The procession goes along a traditional route
embracing several streets within a section of Ibadan
citye It features a great variety of dances, the most
fascinating of which are the ones done by the carrier
of Yemoja composite image, the priest, the priestess
and some of the worshippers. They shake their shoulders
and wriggle their trunks and limbs to the rhythm of
"bata" drum sound. They, especially the worshippers,
twist and turn and then pronounce their thanks to Yemgja
who has blessed them with children and protected them
and their blessings over the yearse.

All along the route, a lot of people are attracted
by the carving and the music and they join the proce=
ssion. Calls are made at the houses of some of the
elderly votaries of Yemqja. At such places, gifts

ranging from kolanuts to fowls are made to Yem?ja
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through the carrier of the image. 1In about two of
such places, the carrier is made to put the image on
a stool, take some water and relax for a couple of
minutes. During the 1991 festival at one of these
s top-overs, a young woman sang this song and danced:

Te le Yemoja O e,

Té le Yemoja O aj

Agan 'o wu mi,

N o tg le Yemojae.

It is Yemoja I follow,

It is Yem@ja I worshipj;

I detest barreness,

Hence I worship Yemoja.
The song was chorussed and a number of other women
also danced.

The last port of call and turning point is the
palace of the Olubadan (the traditional ruler of Ibadan)e.
The crowd has usually swollen so much by the time the
procession stops over at the pslace that most of the
available space in the palace is occupied by the mammoth
crowd which spills over to the roads in front of the
palace. At the palace, the carrier of the sacred image
of Yemoja puts it on a low table and relaxes by it. It
is constituted into the cynozure of the whole gatheringe.

A short dance is made at which two of the Oba's wives

join the Yemoja priest and priestess and two other
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devotees. The Oba thanks the Yemoja cult for main-
taining the tradition and endeavouring to stabilize
the population.

The procession returns to Yemoja temple after the
Oba's short address and prayers. The return parade is
made through a different route but with the type of
pomp and pageantry that characterize the onward move-
ment to the palaces The procession returns to the
temple at sunset and terminates the festival with a
free-for—-all dance in front of the temple. The crowd
then falls back and the composite image is returned to
the altar in the temple.

Although the image is brought out in procession
only once annually, it embellishes the temple and
creates religious atmosphere. The priest and priestess
operate in the temple informally everyday, and formally
every four days to mark Yemoja's weekly rituale.

Yemgja festival is celebrated with much gusto
mainly because of the belief of the people that Yemoja
is the source of peaceful living and that any year this
act of public worship of the deity is not observed will
be a year of disaster - violence, barreness of women

and poor harvest of farm productse.
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The function of the composite image in the festi-
val is easily appraised by considering the reaction of
the crowd on seeing ite. Apart from the shout of ixé
§_§} ("Great Motherl" that punctuates the singing and
drumming throughout the procession, individuals among
the crowd, especially women, express aloud their wish
to be as blessed with children as the Yemoja composite
carving. Obviously, such an expression would not have
arisen if the symbolic image (hereby constituting a
visual point of reference) did not accompany the pro-
cession. So, the image as a visual expression of the
common aspiration of the community, serves as a great
crowd=puller during the festival. It also makes it
easy for the community to identify the procession.

The Yem?ja priest, Chief Olukdnmi ?gbelédé; told
me during the 1991 festival that the composite image
being used now was carved in 1958 because the free-
standing ones used before then had been stolen. The
latter were likely to be the ones that Parrinder des-

cribes in his book, Religion in an African Ci;x.14

Although Parrinder's account of Yemoja festival
at Ibadan does not include the procession of images
that accompanies the festival, it gives a vivid

description of the festival and the images involved
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in ite According to his account, there were two
temples of Yemqja at Ibadan: one in a room in a
compound behind the "king's market" containing a large
image of the goddess. "It is a wooden figure with
large breasts, and head covered with a long clotho
Beside her are other figures." The priestesses and
worshippers "assume that the goddess comes into the
temple during the festival,!!

The other temple of the deity, according to him,
was near a stream behind Ijebu by-pass. Here, there
used to be a huge tree surrounded by water only in
the rainy season during which the deity was worshipped,
The priest lived in a shelter made in the branches of
the tree for seven days during the festival, and women
went there with offerings and prayed for children.15

The second temple of Yemoja described by
Parrinder is most likely to be the one I have descri-
bed on page 135 of this thesis. The stream referred
to in his description is now named after the deity,
while I1jebu by-pass has now been renamed Lagos by-passe.

The exact age of the images in the Yemoja temple
described by Parrinder is not known. They might have

been produced in Ibadan in the eighteenth century by
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some of the Egba who were the original settlers of
the town. Ibadan was an Egba village from the second
decade of the eighteenth century until mid-19th century.
when Old Oyo (Qyp-Ilé) was sacked in 1837, Oyo fugitives
and a few Ijebu soldiers occupled Ibadan on discovering
the defence advantages of the town. They expelled the
Egba and further developed the town into a great mili-
tary centre which ensured its growth during the ensuing
decades of turbulent inter-tribal warfare in which
Ibadan jockeyed for hegemonye. The town grew so fast
that by the middle of the ninekteenth century, it had

16 It is

become one of the largest towns in Yorubalande.

also possible, therefore, that the images were produced

in the latter half of the nineteenth century by Oyo

and Ijebu refugees who settled in Ibadan after 1837.
During the nineteenth century Yoruba civil wars

in which the 1Ibadan army emerged victorious, such as

the defeat of the Fulani army outside Osogbo in 1843

and ‘the destruction of Ijaye in 1862, 17

the people of
Ibadan might have established an annual festival of
the gods meant to thank, propitinate and petition the
deities. As in the cases of Osogbo and Ilobu already
discussed, the festival of the gods might have fea-

tured, among others, great feasting and procession of
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symbolic images of the deitiess» Such a festival of
the gods might have been absorbed into the annual
Yemoja festival or Oke-badan festival.

All told, the procession of the composite image
of Yemoja that now forms the final rituals of the
annual festival of the deity akt Ibadan must be a ref-
lection of the significance of the image in the festi-
vale The mere fact that the composite symbol of the
deity was made to replace the stolen ones and is being
carefully guarded and maintained is an indication that
the image is almost indispensable to the success of
the festival.

Yem9ja is also worshipped annually at Abeokuta
with pomp and pageantry. According to Judith Gleason's
account of the festival writteh in 1971,18 there are
two shrines of this water deity at Abeokuta. One is
in Ibara guarters while the other is somewhere at the
bank of river Gghn. Here, the annual festival of the
deity is accompanied by a procession of the symbolic
image of the deity and other images "round the town
and down footpaths to the other shrine at the bank of
the river",

Gleason does not give a detailed description of

the images that are carried in procession during the
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Yemoja festival. However, they are likely to be
of considerable age - made, pogsibly, in the nineteenth
century when Abeokuta was founded.

Before the Egba people were forced to found Abeokuta,
they occupied the forest region between the borders of
modern Oyo and Ijebulande. They were grouped into three
as kgba Gbagura, Egba Oke-@né and Egba Aké. Each group
founded many towns but recognized only one paramount
ruler. All the Egba kingdom remained under Cyo yoke
until towards the end of the eighteenth century when
they successfully rebelled and asserted their indepen-
dence under the leadership of WLisabi. However, the
civil wars of the nineteenth century in Yorukaland
forced many of them to evacuate many of their townse.
They moved further south-westwards to found a place of
refuge on and around the Olumo Rock between 1829 and
1830. This was how the town of Abeokuta grew.19
It is probable, therefore, that the Yemoja symbol at
Abeokuta and the other images with it were produced

before or after 1830,
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Ihe festival of the images at Esie

The images at the Yoruba town of Esie‘in Kwara
State are about the largest known group of traditional
African sculptures. They are over eight hundred in
number; and carved in steatite or soapstone, similar
to a kind of soft stone which exists near 0Offa and
Ilesa,20 and also used for carvings in Guinea and Sierra
Leone. Most of the images are seated while a few of
them assume a kneeling position. They all portray an
array of social roles. The origin of the images are un-—
known hence there has been much speculation about theme.

An oral history in Esie, where most of the images
have been found, says that they were discovered acciden-
tally by the ancestors of the present inhabitants of
the towne. The original site of their settlement is said
to be at Okodo. Water supply at Okodo was inadequate,
so, hunters were sent from there to look for a new
site for the town. It was during the search that the
hunters are said to have found the stones. They thought
them to be a good omen and decided to settle as near
them as possible, adopting them as symbols of the spirits
of some supernatural individuals. The hunters probably.

discovered a spring nearby for the town of Esie is
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said to have grown from there about 1770, that is,

"163 years before 1933".21

F| Another popular tradition of the origin of the
images connects them with some pale-skinned strangers
who were turned into the images by God for their inten-
tion to take punitive measures against the Elesie -
the traditional ruler of Esie - for flouting an order.

The strangers, who are said to be travelling from
Egypt to Ile-ife, sent a messenger to the Elesie that
they intended to visit his town and that he should
stay at home till they returned from Ile-Ife. The
Llesie waited for some days. However, as he had to
harvest his okro lest they overgrew, he left briefly
for his farme. Incidentally the strangers arrived while
he was away on the farme. They took offence of the Ele-
51?'3 failure to carry out their instruction and there=
upon decided to punish hime Though the intended
punishment is not specified, it seems to have outweighed
the gravity of the offence. According to the tradition,
God considered that the foreigners had exceeded their
powers and turned them into the stone images.

In view of the latter oral tradition, it is
strange that the natives of Esie regard themselves

and are referred to as the children of the images.
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Indeed, some scholars have expressed the absurdity
of this phenomenon.22 This aside, the images are
looked upon as community deities and every year, about
the end of the dry season (in the month of March) a
festival takes place in their honour.

The stones used to be venerated in three towns
where they have been found, namely, Bsie, Ofaro and
ljara. However, it is only in Esie, where the largest
collection is, that the annual festival in their
honour is still being observed. The Esie images were
"discovered" and brought to light in 1933 by Mr. H.G.
Ramshaw of the Church Missionary Society.23 The Ofaro
ones were sportlighted in 1939 by Donald Friend, an
Australian itinerant artist;24 while Mr. Jack Legatt
"discovered" the Ijara ones during geological surveys
in the region in 1962.25 In all the cases however,
the stone carvings were already known to the local in-
habitantse.

When the Esi¢ images were found by Ramshaw, they
were crowded together carelessly and overgrown by weeds.
Many were partially burried while a number of them

were broken during the clearhﬁg of grass and weeds

for the annual festival. In 1936 Messrs J.D. Clarke
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and F. F. Daniel (the then Resident of Ilorin Province)
built a temporary shelter for a better preservation
of the images.26 In 1945, however, the Federal Govern-
ment of Nigeria erected a permanent shelter for the
images and got them well arranged. The permanent bui-
lding has been renovated a couple of times and the place
is now in the care of the National Commission for Museum
and Monumente.

But all these have not affected the annual tradi-
tional festival of the images. The worshippers have
free acceﬁs to the images’although nobody is allowed to
remove theme. The worshippers have never carried the
images in procession as in the case of most similar
festivals. Because of the weight, the images at Esie
are not easy to carry on the head or in the hands to
considerable distances, Soft woods were used in carving
the images that are carried on the head in procession
during the similar festivals already mentioned.

The date of the festival is decided by the
Elesie and the priest or priestess, the aword, in
consultation with the images through divinatione. The
date for the 1992 festival was 27th March.

The surroundings of the "shrine" (that is, where

the images are) were tidied up for the festival a
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couple of days before the date fixed for it. Radio
announcements were made informing the community
members about the date. Sacrificial items and plenty
of food-stuffs were providede The things required
for the sacrificial offering are usually dictated by
the images through divination. Over the years, how-
ever, these have included a white-feathered cock, a

he-goat, plenty of guatre-lobate kolanuts (obl 3bitd)

and palm=oile.

In the morning of .the festival day, in this case
the senior priestess (the éﬁégé) and many of the vota=-
ries - all women - sang and danced round the town,
accompanied by drums and metal gongs. Another group of
women prepared a great feast of local stable food while
several men went to different places in the fields
around the "House of Images" (Ilé—Ere)preparing for
the annual bBurning of the grass, which is a part of
the festival of the images.

kventually, the ranks of the dancing group had
been swelled by other townswomen. By the time they
joined the cooking group the food was ready. Some of
‘them carried bowls containing the food and they all

sang joyously to the Ilé-Ere. Meanwhile, a lot of
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men had gone to the premises of the Ilé;ﬁre, some of
tnem taking with them the basic sacrificial items.
Visitors/participants from other villages had also
arrived at the premises of the Ilé;ére. According to
oral tradition, some of this category of people from
other villages used to bring to the festival portable
images which they normally took back after the festival
ritualse. No image is taken to the festival these days.

women arrived at the shrine, Ilé;ﬁre, by noene.
LThey stood outside the shelter for the time being and
were singing = probably to announce their presence to
the imagese. Then the Aworo and two other women devo-
tees entered the shelter, holding some of the sacrifi-
cial offerings. They were followed by three men lea-
ding in the sacrificial goat.

Sacrificial offerings - honey, kolanuts, palm-
oil, sugar-cane = were placed in front of one of the
images called "King of the images" (?ba-ére) because of
its outstanding appearance. The Aworo bowed before it
and addressed all the images in a soft voice. She
offered the people's thanks to the images for their
protection and guidance throughout the past year and

prayed the images to pardon the people for whatever
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they might have done wrong. She also asked for long
life and prosperity for the people of ksie as well as
those who attended the festival from other villages and
towns. She emphatically prayed for a fever-free new
year for children; and solicited protection for men who
would soon begin to burn the surrounding grass. The
Jgoat and the cock were then killed and part of the blood
was sprinkled over the "king" of the images. Visitors
and spectators who bring offerings for the images then
moved forward and put them on the floor in front of the
imagese.

The next stage was the casting of kolanuts. The
Awdrd took up one of the quatre-lobate kolanuts con-
tained in one of the basins before the images, broke
it open and cast the four cotyledons at the foot of the
"king" of the images to check whether the offerings were
accepted or not. Once this was ascertained some of the
offerings were shared and eaten. Kola was again cast
to see if the images had given their conscent to the
burning of the bush (the images are considered to own
all the place around the shrine).

At this juncture, fire was set to the grass near
the shrine as a signal for the burners in other places

to set the bush on fire. As hunters with their dogs
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hurried about looking for games escaping from the
flames, lots of hawks hovered in the sky above the
burning area while there were intermittent gunshots
in the distance. All these combined to colour festivitye.

Drumming and singing continued and there was a
free-for-all dance led by the priestess round the
"house of images". The dance was mostly by women as
men were busy huntinge. The dancers finally converged
in front of the images and the Awordo offered some
prayerse Thereafter, the dancing team and most of the
other participants returned to the town and visited the
Elesie in his palacee. The Elesie did not go to the
shrine but joined them on arrival in the dance. Tradi-
tionally, he must not set eyes on the images.

The crowd dispersed there and then, but the Aworo
and the other cult members stayed in the palace eating
and drinking till evening when whatever had been killed
during the hunting was brought to the palace and divi=-
deds About half of the games went to the successful
hunters while the other half went to the communitye.

The share that went to the community formed the core
of the feasting, singing and dancing that took place

in the palace throughout the next day in which nobody
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returned to Ilé—ébe. This marked the end of the
festival.

The belief that the images are constantly watching
over their everyday activitées helps in maintaining
morality and peace among the people, making them cau-
tious of their actions to their neighbours., This belief
explains the seeming absurdity in the natives of Esie
calling themselves the children of the images.

The Esie images were most probably produced about
1100 A.D. This date was arrived at from the thermolu-
minescence dating of some terracottas found with the
stone figures.27 The date makes the Esie images of
greater antiquity than the ones involved in the festi-
vals of images at Osogbo, Ilobu and Ibadan (already
discussed)s. A variety of styles has béen identified
within the over eight hundred images at Bsit.e.28
Besides, all of them are individually characterized
and not stereotyped cult objects. They all have face
markings of some sort which are displayed by the
Yoruba according to families or lineages.29 The images
portray people of different social standing engaged in
an array of social functions and possibly represent a

community. This hypothetical community must have had
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connection with ancient Ife, the cradle of the Yoruba
people, because of similarity in the face patterns
of some of the images to those on some of Ife art.
Adepegba and Stephens have observed that the face
patterns on the Esie images were various components of
the striations on Ife art adopted alone or partly combi-
ned.30

The Igbomina area where Esie is, like the other
areas of Yorubaland already discussed, suffered a lot
of instability in the recent past. The area witnessed
the Muslim jihad and the Yoruba civil war in the nine-
teenth century. Most of the towns were evacuated only
to be resettled and in most cases not on their original
site. The images can only be associated with Esie town
because of their (the images') present location. Esie
and neighbouring communities like Igbaja, Ora and Aran
group are of Old Oyo (Qyo-Ile) origine Other communie-
ties in the area such as Omu, Ahun, Agbamu, Omido and
Isin groups claim to have come from If§.31

Incidentally in Esie and neighbourhood, there is
a tradition of a blacksmith warrior, Oldéwu. His head-
quarters and smithy is now a place called Okiwo which

is just about three kilometres to the location of the

stone images. Although "Olowu" is the name of a
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person in the tradition, it is the title of the
ruler of any town called Owu in Yorubalande. At pre-
sent there are four towns at different locations in
Yorubaland called Owu (cone is near Ikire, and one each
in Oyo, Ijebu and Abeokuta areas) and each of the tradi-
tional rulers of the towns is called Olowue. The "Olowu"
in the local tradition could therefore be taken to be
a ruler of a community, Owu, that once existed in the
area. Owu, according to Johnson, is the first Yoruba
town to be established from Ife;32 and Mabogunje and
Umer Cooper have suggested that the original Owu was
mostly located in Igbomina area.33 Therefore, the
other Igbomina communities near Esie, which claim to
have come from 1f¢, are possible descendants of the
original Owu people. As a corollary, the community rep-—
resented by the images was probably Owu.

Besides, the thermoluminescence dates of the
eleventh century A.D. got from the terracottas associa-
ted with the stone images are within the range of the
dates of Ife art.34 Although there is no way of ascer-
taining whether the terracottas existed alongside the
stone imayes or not, a terracotta head in the same style

with the stone images has also been found at Ife.35
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Thus the Esie images can be said to have been
made by some immigrants from Ile-Ife - possibly the
first settlers of the original Owu.

The original purpose of the Esie stone images is
as enigmatic as their origine 1In view of their indi-
vidual characterization, however, we may rightly assume
that they were not meant to symbolize any deities un-
less the gods were thought of as being members of the
different families of worshippers with different face
markingse. This view corroborates the assertion made by
some scholars that Yoruba images do not always repre-
sent any deities.36 The ksie images could be said to
relate tc what Frobenius claims he heard the slaves of
Yoruba descent in Timbuktu say that "all their fore-
bears who had descended into the ground had been turned
into stones and still had their own heads each of which

37. But there is no evidence to

bore its own stamp."
support Frobenius' claime The origin of the images as
it relates to the story from Timbuktu is not confirmed
by any traditions of the people. Besides, the present
worshippers of the images at Esie cannot be identified
with the manufacture of the objects, hence the original

purpose might be different. However, it 1s possible that

most of them were memorial images considering the fact
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that some of them appear well-dressed and dignifiede.
This deduction is somehow similar to Lawal's view on
Ife bronzes and terracottas; "The fact that some of them
have been identified with some past Qoni (kings) of Ife
shows that they are memorial portraiture rather than
religious symbols," he says.38 The original purpose of

the Esie images might have been to immortalize and en-—

hance the prestige of the individuals represented.



1.

3.

4o

S5e

6o

7e

8e

10.

164

NOTES

For a detailed account of the festival of images

at Ilobu, see Ulli Beier, "The Story of Sacred

wood=Carvings from one small Yoruba town."

Nigeria Magazine special publication) 1957, pages
unnumbered .

Se. Johnson, The Higtory of the Yorubas.
(Lagos: CeS.Se Bookshop), 1921, Reprinted 1976,
pp 603-4.

Ue Beier (1957) Opecit., Note 1 above.

See J.A. Atanda, An Introduction to Yoruba Historye.
(Ibadan: Ibadan University Press), 1980, p. 30.

Ue Beier (1957) Op.Cito

Ge Parrinder, Religion in an African Citye
(Westport, Connecticut: Negro University Press),
1953, p. 30

Robert Thompson, "Abatan: A Master Porter of Egbado
Yoruba" in D. P. Biebuyck (ed.) Tradition and
greativity in Tribal Art (Berkeley: University of
California Press), 1969, ppo 145-146.

S. Jognson (1921) Op.cite, pe 37.
Ue Beier (1957) Ope.cite.
Ce Adepegba, "The Essence of the Image in the

Religious Sculptures of the Yoruba of Nigeria",
dee-ria Mgggzing, NOe. 144' 1983' Poe 19,

Ce Adepegba (1983) Ope cite
Ue Beier (1957) Op. cit,

J. Gleason, Orisha: The Gods of Yorubaland.
(New York: Atheneuml), 1971, p. 9.

Ge. Parrinder (1953) Op. cite., p. 29.



165
15. G. Parrinder, Ope.cit. (as in Note 14).

16. For a detailed account of Ibadan as a settlement,
see S. Johnson (1921) Op.cit., pp 17 and 244;
N.A. Fadipe, The sociology of the Yoruba, F.0. Okediji
(ede)s (Ibadan: Ibadan University Press) 1970,
Pe 46; and J.A. Atanda (1980) Ope.cit., (1980),

17 Je. A. Atanda (1980), Op.cit., p. 34. See also
EeAe Ayandele, "Ijebuland 1800-1391: Era of Splendid.
Isolation" in Ge.Oe Olusanya (ea) Studies in Yoruba
History and Culture (University Press Ltd., Ibadan)
1983, pe. 89.

18. J. Gleason, (1971)’ OPOCit., pp 6-100

19. See S.0. Biobaku, The Egbas and their Neighbours
(London: Oxford University Press), 1957, and
JeAe Atanda (1980) OP.Cit., Pe 33.

20. Je. De Clarke, "The Stone Images of Esie".
Nigeria Magazine, No. 14, 1938, pp 104-107.

21. Phillips Stevens Jr., The Stone Images of Esie,
Nigeria. (Ibadan: Ibadan University Press & The
Nigerian Federal Department of Antiquities) 1978,
pp 19-20. See also O. I. Pogoson, The Esie Stone
Images and their Relationship to other arts of
South-western Nigeria, Ph.D. thesis, University
of 1badan, 1990, pp 11-12.

22. Ce«O. Adepegba, "The Historical Significance of
the Esie Stone Images" in Yoruba Images: Essa
in Honour of Lamidi Fakeye (1fe Humanities Society)
1988, pe. 61 See also Phillips Stevens, "The

Festival of the Images at Esie," Nigeria Magazine,
Noe 87, Decaﬂber' 1965’ Pe 238.

23. J. D. Clarke (1938) Ope.cit., p. 104.

24, Phillips sStevens (1978) Opecit., pe 21.



25.

26.
27.

28

2%.
306

31,

32.
339

34,

35,
36y

37.

. 166

Phillip Allison, "Newly Discovered Stone Figures
from the Yoruba Village of Ijara, Northern
Nigeria", Man LXIII Art, 15, p. 93.

Je De Clarke (1938) Ope.cite., pp 105-107.
Phillips Stevens (1978) Ope.cit., pe 33.

O. I. Pogoson, Stylistic Possibilities in Esie
Stone Carving (Unpublished M.A. Thesis, University
of Ibadan), 1934.

See. C. Oe Adepegba (1983) Opecite; po 18.

Ce. Oe Adepegba (1988) Opecite, po 67. See also
Phillips Stevens Jnr (1978) Ope.cit., pe 60.

Bkpo Byo, Iwo Thousand Years Nigeria Art (Lagos:
Federal Department of Antiquities) 1577, PP 157=3.
See also Co Ce. Adepegba (1988) Op.cit., p. 66,

S. Johnson (1921) Opecite., po 5.

Ae L. Mabogunje and J. Omer Cooper, Owu in
Yoruba History (Ibadan: Ibadan University Press)
1971, pe 36.

He Je Drewal, J. Pemberton 1II & Re. Abiodun,
"Yoruba: Nine Centuries of African Art and Thought,"
African arts, November, 1989 Vol. XXIII, No. 1,

Pe 68. See also Ekpo tEyo (1977) OpeCite

Ce Oe Adepegba (1988) opoCito, Pe 74.

ks Frobenius, The Voice of Africa Vol. 1 (New York
& London: Benjamin Blom Ince) 1913 ppt 1968, p.196.
See also K. Carroll, "Art in wood" in S. O. Biobaku
(ed.) Sources of Yoruba History (Oxford: Clarendon
Press) 1979; pe. 168; U. Beier (1957) Opecite,
pages unnumbered, and C. V. Adepegba (1983) Op.cit.,
Pe 18.

Le Frobenius (1913) op.Cito’ Pe 216.



167

38. Babatunde Lawal, "Some Aspects of Yoruba
Aesthetics", The British Journal of Aesthetics

14(3) 1974, pp 239-249.



168

E.'l'.ﬂ"
e came Approximote limit of the
o empire of Yoruba Proper.
/,.-——-'\. ./ '\._ | _ _ Approximate limit
b \ /- \" o of sub-dribes
7 . > *t -~ Sub-trib t
/.' \ / e 3-'-1(‘-::1‘. s soneed e o
S 1 / * Old Oyo
'/ ‘ R Zivy,
e N
i IGBOMINA ‘
\I
/' AKOKO
/.' EKITI 4 Y
’-"":.‘
: Jelfe o
£ Se UL
OLLI' WU,
. EGBADO ;
NAGO,
""" eBenin

Figure 4
in the eighteenth century
(0jo 1966, p=39).

Distribution of Yoruba sub-tribes



169

CHAPTER 5

CONCLUSIONS

The annual festival involving a procession of
the traditional images of Osogbo provides an illumi-
nating insight into similar festivals in other parts
of Yorubaland. This comparative study has shown that
Yoruba festivals of images are, in fact, festivals of
the gods at which the parade of the images playsa very
prominent role. In Yoruba culture, art and religion
are closely linked. Art is ritual and the externali-
zation of the religious impetuse.

The Yoruba have shrines for their deities and the
symbols are kept in the shrines. Most deities are wor-
shipped every week of four days but major sacrificial
offerings to them are made annually. The images invol-
ved are meant to honour, entertain, propitiate or peti-
tion the spirits of the gods in order to gain their
goodwill. It is believed that wishes would be granted
if rituals were performed correctly.

During the annual festival, the images are carried
in procession round the town wherever possible, or ex-
posed to the public in the shrine premises. Many of

the images involved in the festivals manifest visual
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expressions of the common aspirations of members of
the community as well as the meaning of the traditional
ritual being enacted. The images, when exposed to the
public, attract members of the community and ser?e as
crowd-pullers to the venue of the ceremony, thereby
inviting some emotional response and communal solidarity
from individual beholders. The images therefore serve
as stimuli for religious worship and intense ritual
activitye

Yoruba images as indicated are not actual rep-
resentations of the deities, but rather of priests,
priestesses and worshippers of some particular deities.
They make the spiritual materially perceptible = like
crucifixes in the Christian church. However, they are
optional, as any god can be worshipped without an image
and there are many shrines with carvings. The images
can be replaced at will. The present symbols of Erinle
at Ilobu and Yemoja at Ibadan are replacements of the
old ones that are reportedly stolen. Two different ima-
ges symbolize $0nponnd, the Yoruba god of small=-pox,
in the Osogbo group of images. Therefore, Yoruba ima-
ges can hardly be considered as idols in the sense of

symbols of worship. They are objects of beauty, to be
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admired or appraised. Part of their role in the
religion of the people is to enhance the prestige
of both their owners and their godse.
Colours play a secondary role in Yoruba sculp-
tures. However, the sculptures of Obatdld (the Yoruba
god of creation) who is known as, and is called, the

"white god" are consistently painted white in Yoruba-

land.

Images identifiably executed in the local sub-
styles are found freely used in localities where they
do not belong. For instance, the composite carving
symbolizing Sonponna in the Osogbo group of images was
executed in the Epa sub-style of the north-eastern
Yorubaland; so also is a terracotta head in the same
style with the Esie stone images has been found at
If?.1 There are also instances where images were
made and presented to honour a deity whose shrine is
locatad outside the localities of the presenter (as
the case is of an Egbado man who made and presented
an image to the Erinle shrine in Ilobu in appreciation
of the god's blessing to him).2

Most of the festivals involving images in

Yorubaland (notably Osun, grinle and Yemoja) are .
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connected with river'deities: SO also has one of the
traditions of origin of the Béie images connected the
images with the search for water. However, the festi-
val of the stone imayges at Esie which were carved
around eleventh century A.D. certainly predates simi-
lar festivals in other parts of Yorubaland.

It also seems that all the festivals of images
had 0ld-Oyo connection. The inhabitants of the pre-
sent site of Esle migrated to the town from 0Old-Oyo
in about 1775.3 The sack of 0ld=Oyo in 1837 by
Muslim fihadists and the Yoruba civil war, also in the
nineteenth century, caused a lot of displacements and
resettlements of most of the Yoruba people. Most of
the towns where festivals of images are now found to
have been kept alive were established after the civil
war and they either have some Oyo elements or other
Oyo connectionse.

Many of the present inhabitants of Osogbo and
Ilobu are descendanﬁs of refugees from 0ld-Oyo.

Ibadan was initially «n Bgba settlement before the
influx of 0ld-Oyo refugees to the town after the fall
of 0Old=Oyoe. Some of the earlier settlers were Egba

and the Egba are said to be related to the Oyo.4
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L3
The existence of the festivals in the post-0ld Qyo
towns can however not be taken as a continuation of

an Old Oyo practice. It seems to be more of a revi-

val than a continuatione
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PROVINCIAL OFFICE,
IBADAN

[APPENDIX 1| . NIGERIA,
1b September, 1951,
The Secrgtary,
Western Provinces, / 1/
IBADAN, Con . A el
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Oghug Divislon - Headyuartars,

I wish to raise the subject of the
location, of Oshun Divisional Headquarters,
In my opnion, Oshogbo is the most suitable
place £fdr the following reasons f=

(a) Communications. Oshogbo is on the
railway, telephone, and telegraph,

(b) Certain Departmental Officers are
already estublished at Oshogho e.r.
Médical Officer, Sanitary Superin-
tendent, Engineer and Surveyor Posts
and Telegraphs, District Engineer P.W.N,

(e) There is already a District Office
at Oshogbo which ran easily be extended,

(d) There is a house for a District Officer
and the Resident's Rest House could be
used for an Assistant District Officer,

(8) Oshoybo 1s reasonably central within
the Oshun Division,

2, If His Honour considers that the
reasons set out above carry sufficient weight,
I should be grateful for confirmation that
Oshogho may officially be reparded as the
Headquarters of the Oshun Division,

A. J. [ T Y %

Acting Resident, Ibadan Province,
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185 PROVINCIAL OFFICE,

IBADAN
NIGERIA,

/§ October, 1951,

The District Officer,

Oshun Division,

Oshogboe

MW
f X L

I am sorry I have been so long in replying

/// / " to your letter No, 1266/1 of the 6th of August,

but

it has taken a little time to clear up certain

points, My comments on your letter are as follows,

1.

! Part I
.. .
mm:al_h%dm His Honour has officially
approved the location of Oshun Divisional

Headguarters at Oshogho. "A copy of the relevant
letter will-ghortly be sent to you, -

vainz.(31) I am trying to get more money from
the Provineial Engineer, . :-).. .

Office Accommodation and Equipment (1) (a) I tried

to get an additional £750 this Financial Year,
See my endorsement No, 9%/17 of the 5th of Sep=-
tember. However, you will see from the circular
sent with my memorandum No, 94/26 of 10th

¢
& " October,that there is at present no machinery for

obtaining supplementary allocations so I fear we
are unlucky, I have included £750 for the purpose
in the Provineial Adyance Proposals 1952-53.

(11) We will see what ve can do but the lack
of machinery for getting additionel funds is a
severe handigape ' - -t

ke %minammgng (1) Where possible, I shall write
o Iwo and Ogbomosho direct, eopy %o you, This is

to save "post office" work on your part., In
shouldy write to me through yous

C \ w." Eoneral, Assistant District Officers Ogbomosho and
{SL\ . o !
. " \\

(11) I will send eireulars to Oghomosho and Iwo

J 0( direct, agaln to save "post office" activity,
\ \ (1114) (a) This has largely been done by now,
i e Communigations (13 A" good "1den,
[/ \ et (1i) I'will ack Lhe Divisional .
Cee ﬁ o Surveyor, Posts and Telegraphs I regret I have
,’z”/;‘ not yet done 80s _ ;
—00 qunmnﬁ_s_tgﬁt. (1) I understand from conversation
with the Seecretariat that His Honour has not approved
Mimo-tors, Fow.  an Assistant Distrioct Officer for Oshogbo, When the *
A N official decigion reaches me, I intend to re-submit
our case with farther arpuments,
Dleaetise© jJ. : C

(L”n

(1)(v) H.o éré doing what we can to het the necessary
al staff but it is proving extremely diffic
heiians 8 /2.p(11) I understand. -/,

OO P P S S — — ettt e BN VAR
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© (11) I ‘understand that dlatribution of

. tha clerks trained at the Clerical Training

' 8c¢hool, Oshorbo, rests.in the first place
. ~with the Civil Bervice Commissioner and then
t ' with. Secretary Western Provinces. If you can
obtain two elerks by direct negotiation with
- the ‘Prineipal, dq. ﬂ°7 but I “think- you will. r:lnd

;I.t' 1: 1mqular.

m (1.0 ‘and (u). Anread.

J,—-— 8 f‘\ ...-_J
el (ﬁg ! ~would willingly m».ke t:ho 3 ton lorry
: . avallable o you at tiwss but the contirual

‘bugbear..of available: mnds arises. Bnough money

4 ... .for yunning ‘one lorry only was provided in 1951=52
AT Y .. and. wg eannpt get .any ‘more. Pee'section 3 above,

) Wa are now forced to use the lorries vory
"aparingly., govovor, i Lot \d.ll 800 what* can be done,
---9.; b & hav vrttten about thia in ny memorandum
25[; or tn,o 8&;“,; o,!‘ Dpt.ober., 1951.

n‘.

- ¢.~—al.

'1 . T'an oti11 negotiating
:8 Department. on this gubject

a,ngl bom to hat thqn to agree to (ady

R (11)%. T am still’ nogotiating with tnc '
Dopartment. It has already been agreed
. that, 1952-53, Ivo, ' Adysdade and Egbedore
g Dj.stricts will be supervised by the, Sapitary
DR ~Gupoa1ntondont at Olhogbo. 1 .

(m)w ’CB) Q-nd (b). Agroeds

(17).(.3.&,5&1'1

The \411 be eertain Provincial’ Forestry :
' Servicoa 4n'1952=53, ‘paid for by all Native
; Authoritiea pn a, contribut?ry Jbasis,

(v)wlw (a) and' (b) Azreed,

Ale. Aundmants arg being oarriod out
Pl 5 cosnux.. Pleinape: < Sk i

" Agreed,

!

1 havo dis uased tha propcaed faderation with

¥r. Rels Brown.(Benior Agsistant Secretarylocal

. Governuent ued With: you,-The folloving are his
eomentcss ,

%emkernﬁp ago&a fe propo%iomeo ¥o pop"ulut:on.

(111) Mre Brown ougguta onc Chief

Yt
.
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RULES
MADE UNDER
THE PuBLIC HEALTH ORDINANGE
\Chapter 183)

+he Onhégbo District Native Aubhority
(Public Health) wules, 1952,

in exercise of the powers conferred upon native authorities
by seetion 42 of the Public Herlth Ordinance and hy the Publie
Health (Native Authorities Enabling) ovder in Council, 1940, the
Oshogbo Diatriet Native Authority hns made the following rules
with the anproval of the Lieutenant Governor of the Western
negion.

1. (i) ‘hese rules may be cited us the Oshogho District

Native Authortiy (Public Henlth) Rules, 1952,

2. \?) rhese rules shall apply not only to all persons norma-
11y subjeect to the jurisdietion of the Oshogbo Digtric
Native Authority but also to all persons whilst within

its area,
26 .in these rules:—

"Health Officer" and "Medicnl Officer" have vespecti-
vely the meanings ansigned to them in section 3 of th
Public Health Ordinance;

"infectious disease" in velntion to hwnan beings
includes plague, cholera, yollow fover, shall-pox,
cerebro-spinnl meningitis, diphtherin, scarlet fever,
tyrhoid fever, sleeping sickness, relapuving fever,
dysenbery, pheumonin, typhus, tubereulosis, anthrax,
chicken-pox, and any disensr which the Lieutenant
tovernor may by kegional publie notice declare to be
an infectious disease within the meaning of the
Publiec hnealth. Ordinance;

"Wative Authority" means the Oshogbo Digtrict Native
Authority; Q
"premiges" mesns and includes houses, other buildings,
lands, tenements, vehicles, tents, vans structures
of sny kind, draing, ditches or places open, covered
or enclosed and any boat or vessel on any inland
wnters:

"Street" indkudes all rowads, hridges, ecarriageways,
cartways, horseways, fooltways, causewayn and pave-
ments, 4

Sanitation of premisca.

3. 4«he occupier of any premises shall
\a) prevent any refuse or stagnant water from lying in his
premises or being deposited by the inmates.of his premi-
arg on the portion of the woad or street immediately

ad joining his prrmises;
\b) prevent the flow of noxious motter from his premises int:
a road or street;

\¢) collact daily all refuse, dung and sweepings in his
premisas and dispose of them in such manner and at such
place as the native authority shall publicly dirvect;

(d;) take all reasonable steps to prevent mosquitoes breeding
on his premises;

e, congtruct, when so directed by the wmavive authority,
asalgas or other approved forms of latrines on nis
prenises: ’

tf, eonutraet, when directed by tne .ative autnority, a ocov-



108 -

e g .

. -2~ ' qJ

er or stner protec¥ion to prevent surface suter from draanming inso any
2l1 on nis premifes.

4.

5.

Te

Be

9

1u,

1l.

w0 person snall

(a, make any axﬁca&utlon or nolp in or witnan six feet of tne near-
e3t point of any street;

\b) permit excessive growth of long urass or weeds on his premises
or on the road of gtreet adjoining his premises;

¢, defecate in a public place:

(d; pollute nny water, well stream or pond used for supplying water
.to man or beast.

Infectiona visgeases,

~he occupipr of any premises shall notify the uealth LUfficer of any
case of infectious disease on his premises. sailure to notify the
wealth ufficer shall be an offence,

when any case of infectious disease hag been notified to the uealth
ufficer he may order the person suffering from such infectious
disease and all persons who have been in contact with such person to
remain on the premises where such person was at the time of infect-—
ion and such nremises shall then be placed in quaratine or he may
caune them to be removed to any place provided for the reception of
parsons suftering from an infectious diseasc or for the segregation
of contacts.

the clotning and effects of any person on premises in which a case of
infectious disease has occurred may be disinfected at the discretion
of the uealth Ufficer.

un the occurrence of an infectious disease in any place the .ealth
ufficer may establish a cordon around such place for the purpose of
prevontinp persons departing foom or going to such place.

the wative authority shall have power, on the recommendation of the
medical ufficer and with the approval of the bistrict ufficer, or
asoistant vistriet ufficer, to declare any area to be an infected
area and may order.the evacuation or isolation of all or part of
such are:n,

~he native Aauthority or such persons as may be authorised by the
wative Authority or empowered, on the recommendation of a medical
ufficer and with the approval of the District ufficer, or Assistant
bistriet ufficer, in writing, within an infected area, mayj

WL, prohibit the movement of nersona, animals or goods in oxr
out of such ares;

\2) remove for examination the body of any person who hag
died or is suspected to have died from an infectious
digense;

\3) cause any person in such area to be medicnlly examinedj;
\4, place a mark on any infected building;

\», ovder the disinfection or destruction of the clothing,
bedding or other effects of any person in such area;

Wb, order the disinfection or the destruction of any building
in such aresa;

\7, order any premises in such area to he closed;

\t3;, order the detention of any person deemed by the medical
ufficer of uealth likely to cause tha aprend of an
infectious disease: and -

\\Y) prohibit asaemblies of personglikely to tend to 4ke spread
-e£ an infections disease.

rhe owner of any clothing, bedding, effents or bﬁild;ng di,1nfoctod (o]
or dastroved and the occupier of any building closed wnd any person
detained undar the provisions of these rules shall be paid sompengn—
tion by the Native Authorisy for any injury or'loasc suffered by him
therefron mnd the Native Anthority is hereny authoriscd to assess
such compengation und pay it to the porson entitled from the revenue
of the Nutive Auchority.

Slaughter. - )

-\
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12, =he owner of any animal slanghtered in an authorised slaughtering-
place shall eollect all blood. and o7fal resu!ting from the slaughter
of any such animal and burfy or otherwise dispose of it in such
manner and in such place as the Native Anthority may direect.

13, fthe-Native Authority or any person-authorised by the native anthor-
ity may inspect any neat or carcase inkended Ffor the fond of man and
condemn any such meat or caroase if he is of the opinion that it is
diseased or otherwise unfit for human conaumption, and may order such
meat or carcnge to be destroyed or disposad of as he may direct.

14. Any person who sells any meat which is discased or otherwise unfit
for human consumption shall be guilty of wn offence and shall be
liable to a penalty not exceeding five shillings or to dimprisonment
not exceeding seven days for the Pirst offence and to a fine not
exceeding one pound or to imprisonment nob cxeeeding fonrteen days
for each auhsequent offence,

General .

15. Every person amnloyed by a Native ﬂxthoritﬂ and duly anthorised in
that behalf by the Native Authority emploving hin, may enter any
prenises within the area of the jurisdietion of the Native Authority.

\2) to inspect those premisnsg;

\b) to ascertain whether ¥here is nny case of infectious
diaense on those premises,

proviéded thit such person shall on'all occiurinna on which he enters
any such premises invite the oecupier of Lhe pramises or in his
absence or in the event of his ingapacity to accompany him, any
other.male porson on the premises to accompany him while he is on
such premises. > DA

16, Any »erson contravening or failing to comply with any of the provi-
aiona of rules %, 4, 5, 6, &, 9, 10, 12, or 1% of these rules shall
be guilty of an offence and shall be liable o a fine not exceeding
<l or to imprisonment not exceeding fourteen davs for the first
offence and to a fine not exceeding «5 or to imprisonment not
exceedin;z one month Tor each subsequent offence,

nade this 23rd day of vanuary, 1952

(8gd) Adenle .
Oshogbo District Native Authority

&
Signified in accordance with the Oshogbo District Native
Mithority (Standing) sules dated 26th day of May, 1949,

APPROVED this 31lst day of March 1952

P. V. MALN
in M R (8 ACLING TLEULENANY=:0VERNOK
?g‘;ﬁy Rt RE WESIERN REGLON.

CLVLL BECRETARY,WESTERN REGLON,NLGERLA.
DAYE 1/4/52.

Adem,






Plate 1 - 6§o§bo central market shrine ("Ile-Ere")
housing the images involved in the
festival.

Plate 2a - The Osogbo images arranged as if in
state for some rituals before they are
carried in processios round the town
on the day of the festival,






Plate 3 - Madam Oyaweoye Asande, the Iya-Osun
with the composite image of SOnponni.



4 - Chief Folorunso Babalola, the Aworo,
with the equestrian and the composite
images of Sonponnd.
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Plate 5 - People trickling in to see the
Osogbo images as they are arranged
as if in-state.

Plate 6 - The Chief Priestess talks softly to
the Osogbo images, offers the
sacrifice and casts kolanuts.
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Plate 7 = The Chief Priestess
dancing before the
Osogho imagese.

0o and two priestesses
before the Osogbo images.



Plate 9 - Cult members dancing before the
Osegbo images.

Plate 10 - Non-cult members join the dancing
cult-members in dancing at the
Osogbo festival of images.
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Plate 11a - Osogbo images being carried in processione.
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Plate 11b - Some of the Osogbo images and their carriers
(Detailsof Plate 11a).



Plate 11c - Detail of Plate 11a.
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N %n?a-suku v Equestrian statue
("qunp?nné's wife"). represegtingo $anonna.
L

He 90cm
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Plate 14a - Osogbo composite Plate 14b - Back view of Plate 14a.
carving representing SOnponna

and his attendants (upper'

tier) and four other deities

(lower tier).

He 120cm.



Plate 15 - Some of the Osogbo images. The figure representing Obatala
is predominantly painted white in Yoruba imagerye.
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Plate 16a Plate 16b Plate 16¢
Plates 16a,b%k c - Osogbo symbol of the Osun goddess.
(a) Front view (b) Profile (c) Back view

He 125cme.
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Plate 17 - Osogbo image symboli-
zing the goddess of
Osun-Ijumd, a tribu-
tary to river Osun.

He 75cme.

e s e = m— —

Plate 18 - 0?ogbo image symboli-
ng the goddess of
Osun-Iponda, a tributary
to river Osun.

He 70Ccme
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Plate 19 - Osogbo image representing Plate 20 - Osogbo image repre-
the goddess of river senting the goddess of
Okooko, a tributary to river Ogbaagbaa a tribu-
river'Osun. tary to river Osun,

He 70cme He 75cma
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Plate 2la =Tyl Plate 21b
Plate 21 a & b -~ Osogbo image representing Ogun, the Yoruba god of iron.
H. 80cme.
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Platé'zz - Osogbo;iﬁéaés'iepte-

Plate 23 - Osogbo image representing
senting Iya-Olodo, Iya-Aye ("™Mother of the world").
that is, Iya-Osun He 80cm.

(left) and one of her
attendantse.

He. 40cm.
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' R ' 5 =X 25 - Osogbo image: Aworo
RN ?gogboetTagez Ayan e (Chief Priest)
rumm ™

He 75c6me He 85cm.
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Plate 26 ¢\sotbo Images: Plate 27 - Osogbo image repre-
Variety of Pedestals senting Iya-$angs.
H. 60Cm.
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Plate 28b -~ (Detail of Plate 28a)e.

Plate 28a - Columnal carvings in
the Sangd shrine at Akuru Equestrian statue
compéund, Ibadan. symbolizing Sonponni.

- -
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Plate 28c - Other columnal carvings in
the Sangé shrine at Akuru
compound, Ibadan.

Plate 28d = Details of Plate 28Ce v v ==
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Plate 29%a - An Iya—Sango (Sango Plate 29b - Details of Plate 2%9a.
Priestess) dancing y
during the annual Sango
festival at Agbowo,
badan.
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Plate 30 - Sango shrine at Mogba Plate 31 - Qbatala Priestesses from
compound, Ilobu. Illa-Orangune.
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Plate 32a

Plate 32b

Plate 32a & b - Obatala priests in procession at Ejigbo
during the annual ©risa-Ogiyan (Obatala)

festival in the town (Verger: 1961, pp. 215
& 216).
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Lagos
Museum,

He1l31cm,



Plate 35 - Equestrian statue symbolizing Erinle at

the Olobu's palace shrine of Erinle,
Ilobue.




Plate 36a- The symbol of Yemoja in the temple at
IgbSédh compound, Ibadan.
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Plate 36b~ Yemoja symbol being Plate 36e - Back-view of Plate 36e.

carried in procession
during Yemoja festival
at Ibadane
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Plate 36d

Plates 36c & d - Details of Plate 36a.
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Plate 37 - Esie stone figure of a seated mane
He 60cm. National Museum, Esie,
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Plate 38 -~ Esie seated figure with a sword,
He 75.5cme. National Museum, Esic.



